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Foreword

The study of literature most often involves focusing on an in-
dividual work and uncovering its themes, stylistic conven-
tions, and historical relevance. It is also enlightening to ex-
amine multiple works by a single author, identifying
similarities and differences among texts and tracing the au-
thor's development as an artist.

W hile the study of individual works and authors is in-
structive, however, examining groups of authors who shared
certain cultural or historical experiences adds a further rich-
ness to the study of literature. By focusing on literary mo\e
ments and genres, readers gain a greater appreciation of in-
fluence of historical events and social circumstances on the
development of particular literary forms and themes, for ev
ample, in the early twentieth century, rapid technological and
industrial advances, mass urban migration. World War 1 and
other events contributed to the emergence of a movemenl
known as American modernism. The dramatic social
changes, and the uncertainty they created, were reflected in
an increased use of free verse in poetry, the stream-or-
conseiousness technique in fiction, and a general sense of
historical discontinuity and crisis of faith in most of the liter-
ature of the era. By focusing on these commonalities, readers
attain a more comprehensive picture of the complex interplay
of social, economic, political, aesthetic, and philosophical
forces and ideas that create the tenor of any era. In the nine
leenth-eentury American romanticism movement, for exam-
ple*, authors shared many ideas concerning the preeminence
of the self-reliant indiv idual, the infusion of nature with spir-
itual significance, and the potential of persons to achieve
transcendence via communion with nature. However, despite
their commonalities, American romantics often differed sig-
nificantly in their thematic and stylistic approaches. Wall
W hitman celebrated the communal nature of America's open
democratic society, while Ralph Waldo Emerson expressed

4
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the need for individuals to pursue their own fulfillment re-
gardless of their fellow citizens. Herman Melv ille vvrole nov-
els in a largely naturalistic style whereas Nathaniel
Hawthorne’s novels were gothic and allegorical.

Another valuable reason to investigate literary movements
and genres lies in their potential to clarify the process of lit-
erary evolution. By examining groups of authors, literary
trends across time become evident. The loader learns, for in-
stance, how English romanticism was transformed as it
crossed the Atlantic to America. The poetry of Lord Byron,
W illiam Wordsworth, and John Keats Celebrated the restora-
tive potential of rural scenes. The American romantics, wril-
ing; later in the century, shared their English counterparts’
faith in nature; lull American authors were more likely to
present an ambiguous view of nature as a source of libera-
tion as well as the dwelling place of personal demons. The
whale in Melville’s\loby-l)ickand the forests in Hawthorne’s
novels and stories bear little resemblance to the benign pas-
toral scenes in Wordsworth’s lyric poems.

Each volume in Greenhaven Press's Companions to lifer-
ary Movements and Genres series begins with an introduc-
tory essay that places the topic in a historical and literary
context. The essays that follow are carefully chosen and
edited for ease of comprehension. These essays are arranged
into clearly debited chapters that are outlined in a concise
annotated table of contents. Finally, a thorough chronology
maps out crucial literary milestones of the movement or
genre as well as significant social and historical events. Read-
ers will beiielil from the structure and coherence that these
features lend to material that is often challenging. With
Greenhaven's |.in ran Movements and Genres in hand, read-
ers will he heller able to comprehend and appreciate the ma-
jor literary works and their impact on society.



Introduction:
The Otherworldly Genre?

A study of science fiction literature reveals an impressive ar-
ray of conventions and themes. As in all literature, the two
are connected, but in science fiction the devices not only
serve the fantastical world of the narrative but also reflect
concerns of the real world. Navigating the unknown depths
of space in a starship can be an expression of the frontier ex-
perience, or may represent a desire to escape the rigors of
life on Earth. Ideal utopias and nightmare totalitarian
regimes are used to contemplate political theory and criti-
cize the faults of today’s societies. Likewise, time travel con-
siders the implications of history, or acts as a vehicle for so-
cial commentary on the present. Futures shaped by high
technology may explore the direction of progress, the de-
cline of civilization, or the alienation and dehumanization
that results from life in an impersonal society. Extraterres-
trial species on alien worlds may represent a xenophobic
fear of the Other, or reflect humanity and life on this planet:
similarly, artificial beings and intelligence represent an at-
tempt to define and understand life, sentience, and con-
sciousness. These science fiction devices mav even serve as
a catalyst for exploring spirituality and religion.

W hile this list represents a mere sampling of the multi-
tude of possibilities within science fiction, a closer examina-
tion of the genre reveals a recurring effort to understand the
universe, whether through a system of scientific thought, re-
ligious dogma, or metaphysical contemplation. And, lo un-
derstand the universe, it is necessary to comprehend lhe re-
lationship of human beings and the cosmos, another of
science fiction's great quests. Many writers within the genre
return to this issue, contemplating the collective human ex-
perience, as well as the place of the individual. A study ol
science fiction, therefore, is a search for lhe meaning of life
and an understanding of existence.
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Science fiction is itself subject to the laws of evolution it
so frequently fictionali/.es. Born to a literary heritage, the
genre has awkwardly suffered adolescence and grown to
maturity before admiring fans and harsh skeptics; it hits
been adopted by popular culture, and finally accepted,
sometimes even canonized. In academies and literary crit-
ics. The forms of science fiction are always mutating as the
genre develops in novels, novellas, short stories, films*
television programs, animation, and other media. At once
mysterious, imaginative, enjoyable, and entertaining, this
unique living genre promises to help humanity understand
itself and the univ erse for generations to come.



Science Fiction: An Overview

Modern science fiction (known familiarly as sf) originates in
the nineteenth century, its development roughly concurrent
with the scientific discoveries and technological advances of
the Industrial Revolution. However, older precedents cer-
tainly have influenced the genre. The otherworldliness of
Homer's Odyssey and the utopic \ision of Plato’s Fepublie
have been reflected in modern sf; Elizabethan playwrights
W illiam Shakespeare and Christopher Marlowe treated the
Faustus legend, which contemplates obsession with knowl-
edge that pervades many works of the genre. These themes
and elements were adopted and explored by sf writers, hut
ultimately it would he the concerns and potential of science
that would come to characterize the emerging genre.

ORIiGirwroRS or tin; Gkinrk

Some sf experts, like Brian W. Aldiss, argue that the British
author Mary Shelley is the first sf writer precisely because'
she brought science into a Romantic narrative. To Mdiss,
her novel Frankenstein: or. The Modern Prometheus (1818)
marks the birth of the genre through its hybrid storytelling:
Mary had imbibed the scientific ideas of [physician and poet
Erasmus| Darwin and |>oe! Percy| Shelley; had heard ulial
they had to say about the fhlure: and . .. set about applying
her findings within the loose framework ofa (lolhic novel.1
It is Shelley’s attention to science in relation to a philosoph-
ical exploration of humanity that qualifies Frankenstein as
the lirst sf novel. Her apparent moral that “there are some
things in nature that humtms are not meant to know" is an
often repeated sf theme, though sometimes contested by
those writers and readers who hope to construe a more op-
timistic view of science and its possibilities, rather than ad-
mit to the negative potential of those who would practice sci-
ence irresponsibly. This debate over the positive and

r>
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negative potentials of progress has even produced a sort of
Frankenstein stigma within the genre.

Another nineteenth-century writer often cited as an earls
influence on the genre is the .American Romantic Fdgar
Allan Poe. Much of Poe’s fiction is Gothic in nature, hut
sometimes it crosses into sf territory, especially when Poe
incorporates scientific principles in his stories, as he does in
“llans Phaall—A Tale” and “Mesmeric Reselation.” Some-
times he engages in imaginative speculation that only
loosely draws from science; for example, "The Narrative of
Arthur Gordon Pym of Nantucket,” with its incredible voy-
age and strange cultures, rides the line between fantasy and
sf, while “A Tale of the Ragged Mountains” features time
travel. Although most of Poe's work is outside sf. he remains
to many the father of genre fiction, having written some of
the first tales of mystery, detective fiction, and Gothic horror
in addition to his sfand fantasy.

Verne, Wells, and tiie Late Nineteenth Centi hi

Besides Shelley and Poe. other nineteenth-century authors
were developing themes that would he incorporated in sci-
ence fiction. Stories modeled on Sir Thomas Mine's / topia
explored sociopolitical theory in a search for building a per-
fect nation-state. Among the most popular were Samuel But-
ler's Freuiton and F.dvard Bellamy's Locking liackirard.
Robert Louis Stevenson's novel The Strange Case of I)r. Jekyll
and Mr. Hyde contemplated the rational and irrational sides
of a man. or more specifically a man of science. I'ven genre-
speejfic motifs such as future wars and subterranean societies
worked their way into other nineteenth-century writings.
Despite all these dabblings with science fiction themes,
none of the aforementioned authors would be considered
true science fiction writers as recognized today. The first au-
thor to create stories within the vein of modern science fic-
tion was Jules Verne. VFrenchman who published dozens of
novels including Journey to the Center of the Forth and
['treaty liimisand /.cogues | iuler the Sea, Verne consciously
drew on what science seemed capable of offering humans.
Vu admin r of Poe, Verne adopted the American author's
i'clinitpi of incorporating nineteenth-century science into
in -tin ics Inventions such as Captain Nemo's remarkable
nmmarinc m Twenty Thousand Leagues predicted modern
technology that the world had not yet seen. This fascination
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with future science has influenced many succeeding gener-
ations of writers, especially those whose work could he clas-
sified as “hard” sf—that is, writing that incorporates realistic
science into a projected future.

At least of equal importance to the development of mod-
ern sfis English author H.G. Wells. Also a prolific writer,
Wells penned most of his classic sf early in his career, be-
ginning in the 1890s with The Time Machine, The Island of
Dr. Moreau, The liar of the llorlds, and The Invisible Man.
Like Verne, Wells had some concerns for the science of his
era, having studied with T.H. Huxley, who introduced Wells
to the theories of Erasmus and Charles Darwin. With his
broad vision, Wells linked scientific notions with other
imaginative ideas that departed from his era's theories; ex-
amples include the time travel into the far future of The Time
Machine, the grotesque Martians of The liar of lhe llorlds,
and the ambiguous mechanisms shaping the beast men of
I)r. Moreau. Through such imaginative speculation, not al-
ways hound by realistic science. Wells could create w hatever
mechanisms necessary to explore and critique social issues.
Wells is arguably the single most influential science fiction
author; his blend of science and social commentary has in-
spired many generations of sfwriters of every variety, \Idiss
slates that “Wells is the Prospero ofall the brave new worlds
ofthe mind, and the Shakespeare of science fiction.”-

Tiik Pi 1Ip Em: From Bi kkoigiis to <«i rnsbu k

Once authors began writing in the early vein of science fic-
tion, the genre needed a vehicle to reach a large audience.
Starling in the 1890s, pulp magazines were a very popular
and inexpensive form of entertainment in \merica. Mamed
titter the chetip paper on which they were printed, the pulps
appealed to a mass audience, and many genres began to de-
velop in specialized magazines. Mo titles, however, wore de-
voted exclusively to sf until Hugo Gerushack founded Imaz-
ing Stories in 1926. Before that time, the earliest sfwriters of
the pulp ora published (heir work in nongenre-speoifie pulp
titles, such as Irftosv.

The first notable sfwriter of the American pulp era was
Edgar Rice Burroughs. Outside the genre, lie is know n as the
creator of Tarzan; within sf, however. Burroughs is know n
for his Mars scries, which began with the serialization of his
first novel in 1912 (later published as / I’rincess of Mars).
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Numerous sequels followed. The saga featured the able John
Carter, an Farthman mysteriously transported to Mars who
engages in a series of wild adventures among the inhabi-
tants of that planet’'s civilizations. In two other series, bur-
roughs set his adventures in Pellueidar (a subterranean
world) and on Venus. Emphasizing fantastic adventure over
science, Burroughs’s works are often called science fantasy.
Aldiss designates him as a writer near the “dreaming pole”
of science fiction, which stands opposite to the “thinking
pole"™ represented by II.G. Wells and other authors more in-
terested in maintaining social commentary and a level of re-
alism in science. On the heels of Burroughs, other writers
published early sf stories in the pulps, including Abraham
Merrit and Il.P. Loveeraft, who tire situated even closer than
Burroughs to Aldiss’'s "dreamingpole,” so much so that most
of their works are more easily classified as fantasy (or in
Lovecrafl's case, horror), although both wliters sometimes
ride the blurry line between the genres.

Hugo Germ Hack's .-Imazing Stories was the first pulp spe-
cializing in an till sf content. Originally from Luxembourg,
Gernsback came to America to be tin inventor; alter writing
some sf, he soon detected a market for the budding new
genre, lie founded ./mazing to publish the writings of a new
generation of pulp writers who grew to maturity under the
influence of Verne, Wells, and Burroughs. Some of these
writers would earn much recognition within the newly
forming sf community, including Jack Williamson, Murray
Leinster “Hoc” E.E. Smith, David 11 Keller, Edmond Hamil-
ton and Philip Francis Nowlan. In ./mazing, Gernsback em-
phasized ac< male technological prediction and invention.
Imitators of Gernsback quickly appeared, starting many new
sf pulp titles that drew in authors of adventure fantasy, real-
istic future science, and even the otherwordly horror akin to
Lovecmfl. Soon, according to sf experts Robert Scholes and
Erie S Babkin. "These three strands of pulp fiction—adven
tum hardware, and weird—dominated American science lie-
lion m the twenties and thirties."4

'smile credit Gernsback for inventing the term sciencefic-

Oi>nan....... the lime that he launched his second sf maga-
ii' v iinee llouder Stories (after losing control of /mazing
in I'i."i] sf now assumed an identity: fans and aspiring

"liters mobilized into a community the likes of which had
never been associated with any other genre. It was the be-
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ginning of the insular, vociferous community known as sf
fandom. For his part in furthering the readership of science
fiction, Gernsback was honored in 1953 when the lingo
A-ward was first given to designate the fan community’s
favorite sfworks.

Despite the grow ing audience for sf pulps, the grouping of
writers into specialized forums of cheap entertainment per-
petuated the perception that the genre was substandard lit-
erature. The stigma has haunted the field to some degree
ever since. Jack Williamson, a prominent writer of the era,
describes the sfpulp tradition:

Certainly [sfOrtho palp era] was tin literary, if not anti-literary.
. It was part of the popular culture. With its narrowness, its
\ iolence, its prudery, its strong male heroes, its innocent good
women and wildly wicked had ones, and its themes of mater-
ial success, | think it retleels the Puritan heritage and the fron-
tier experience. ... The pulp story was written from the view-
point of a pure-minded male who was successful in a conlliel
with powerful antagonists. Good and e\il wore Clearly de-
fined. Characters were simple, and action was paramount.
The ending was happy, ... The w hole tradition assumed a ra-
tional moral order in the universe, The good guys won.'

Fantastically adventurous space operas with hug-eyed mon-
sters, fast spaceships, and wild inventions began to prolifer-
ate, hut the structured, often hackneyed, narratives dis-
played little literary merit. Still, the strong imaginative
qualities of the genre helped pulp sf nourish, at least until
World War Il, In which time, transformed, it would enter the
so-called golden age.

Seti:\ct: Fiction in Ft non:

Contemporaneous to tin* growth of sfin the pulp magazines
wtts the development of the genre in F.urope. Whitt the leur
opeans brought to science fiction in the 1)5()s and 1940s
wits it more literary tone and story lint's that dealt with more
sophisticated topics than high adventure. The Czech play-
wright Karel Capek is credited with creating the term mbnt
and introducing this device into sf with his most famous
work, li.l .li., which depicts the struggle of it slave-labor
class of artificial beings. The social commentary was appar-
ent, lending greater depth to (kopek’s work.

Also significant ill this time are the works of British writ-
ers. including Aldous Huxley. Huxley’s Ureter Vac lhirhl
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oilers a dystopie vision of the future. Responding to the pre-
vious century's preoccupation with utopian fiction, the new
dystopie form envisioned dark futures that served as power-
ful vehicles of social criticism. Huxley’s novel features a soci-
ety controlled by rigid genetic engineering, mental condi-
tioning, drugs, and sensual pleasure. A respected intellectual
with an influential philosophical discourse, Huxley wrote
other sfworks, including /;<e and Essence and Island.

Huxley’'s famous contemporary C.S. Lewis, who resided
as a professor at Oxford and Cambridge, heavily diced his
novels with Christian symbolism, elevating sf with his tril-
ogy Out of the Silent Planet, Perelandm. and That Hideous
Strength. These works, set against an interplanetary hack-
drop, depict an allegorical spiritual journey in the vein of
Milton’s Paradise Lost. According to Scholes and Rabkin,
Lew is challenged “science and science Iiction to produce an
ethic that might contend upon a fooling of equality with his
own Christian faith."1

\nother imp utant British author»fthe time was Olaf Sta-
pledon. \ name slill obscure in literary circles. Slapledon
Inis influenced many subsequent generations of sf writers
with his poetically imaginative novels Last and First Men,
which depicts the last species of man 2 billion years in the
future, and The Star Maker, the account of an epic spiritual
journey and atour of the universe.

Tut: Goi.m:\ Agiow 4Srot w xg

In the | nited States sf's golden age is linked to the signifi-
cant shift that in curred idler John \\. Campbell Jr. began his
tenure as the ediluf of Istounding Science Fiction in 1957.
IVev imisly a imlalde sfwriter of the pulps, it was as the edi-
tor of Istmwdin{i\lm\ Campbell made his indelible mark on
the genre, \eeording to \kliss, “Campbell [drew] on the
first generation of young writers raised on magazine sf,”7
a’w-mldmg one of sf's elite stables, which included Isaac
Asitie . Ray I'nadhiirv. Robert lleinlein, Hal Clement. A.E.
van \<>gt. Lester del Rev. L. Sprague de Camp, and Theodore
Slurreon, as well as established pulp authors, such as E.E,
Small lord lack Williamson. who refocused their writing to
.idat'l in i ampbell's guidelines.

td.c Cerodiack, Campbell emphasized accurate science
and the plausible extrapolation of technological progress,
hoi also insisted on a greater degree of skill and quality in
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the writing. He was successful at eliciting both of these as-
pects from his writers, who would make insightful predic-
tions that would soon he proven correct, such as the devel-
opment of the atomic bomb. (mtstmiruling. was even
investigated by the FBI because of its prophetic content in
this area.) Asimov has noted that Campbell's Isloiuklin/i
marked the end of the adventure-dominant period of the
pulp era, signaling a new period of technology-dominant
(hard) sf. Jack Williamson further describes Campbell's in-
fluence in the field:
When John Campbell became the editor [of IsI(mndinfc\ he
soon made it the creative center of modern science fiction. ...
lie brought a tinit|tie combination of gifts to . . . the whole
field, lie understood science, and he had a vivid sense of its
impact on the future, lie understood story construction—lie
had learned the use of form that came from the ptdp tradi-

tion. . .. Richest gilt of all. lie had a well of invention that
never ran dry. llis generosity in planting new ideas was lim-
itless......... Vs a creative editor, he had no equal.”

Indeed, many prominent writers of the era freely credit
Campbell with helping them develop koine of their best
ideas, often resulting in their most successful works, for ex-
ample, Asintov credits Campbell for helping inspire his fa-
mous foundation series and his parly robot stories (later
collected in the hook I, Robot), and recognizes Campbell its
a collaborator in the development of Vsimov's influential
Three Law s of Robotics,

Asimov W k H kim kis

Two of the brightest stars of the Isloundiiig constellation are
Isaac Asimov and Robert V. lleittlein. first appearing in the
July 1959 issue, both writers developed innovaliens that in-
formed the work of their contemporaries anti future genera-
tions of sf writers. As Aldiss explains: “In 1911. lleinlein re
vealed the plans of his scheme for a Future History series,
while Asimov began his long series of stories about robots
with positronic brains whose behaviour is guided by three
laws of robotics which prevent them from harming nieuf
Future histories became a vogue for the Campbellian and
later writers, its did stories about robots and androids, and
other authors would even adopt Asimov's laws to use in their
own stories. Asimov's own future history began as a serial in
the magazine, eventually evolving into the Foundation nov-
els, which have long been cherished by sf readers (a new
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generation of writers has even continued the series since
Asimov’s death).

lleinlein was one of Campbell's favorite writers for 1s-
tounding, dazzling sf audiences with his stories, llis first
novel, fj’ This Goes On .... which featured a dystopic dicta-
torship with religious authority, was serialized in 1940. A
prolifie writer for decades!, lleinlein published many titles,
including Starship Troopers and Stranger in a Strange Land,
his most successful novel.

Despite the innovations of Asimov and lleinlein, the hard
science of the golden age and the rongh-and-tumble bravado
of the pulp era led to sf'sreputation as a masculinized genre.
Although a few women writers were also part of the pulp era
and golden age, they were the exceptions. Often they pub-
lished under asexual pseudonyms or by-lines, like C.L.
Moore and Leigh Brackett, keeping a low profile from the le-
gions of male Sms who expected their tales ofadventure to be
w ritten by men.

Visions of a Dark Ft 1 ri:

Lor several decades, magazine sf had displayed a positive al-
titude toward the power of science and technological
progress, but America’'s involvement in World War Il precip-
itated a shift to a more cynical outlook. Jack Williamson,
who noted the optimism and naivete of the pulp age, ob-
served this shift in tone:
When | settled back to writing after the war.: | found that the
whole held had changed, as | hail. ... People who had seldom
trad the pulps began taking science fiction a little more seri-
ously. perhaps because rockets and atomic bombs and all
soils of'explosive changes had come oft'the old gray pages
into reality. The shadow of the future was suddenly too dark
to he ignored. . . . Definitions of evil had blurred The old
happy endings were lost in the mushroom clouds ol atomic
trmugeddnn.l
flu postwar cynicism and the formation of a new cold
war cm ironmcnl prompted many dark visions of the future,
the most fantol!is being the British intellectual George
Orwell's dystopia. 1984. It posits aworld divided by three su-
peipowei nations, which subjugate their populations with
tliow'hi control through propaganda and manipulation of
foi'-'iiage. timing other insights. 1984 prophesied the advent
ol the cold war. including the anxiety of mutually assured
destruction. It serves its Orwell's warning to free-thinking
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people everywhere llgainst totalitarian regimes llial would
snppress liberty through a variety of moans, and the po-
tential of despotism in any society. The povel anticipates
what Asimov notes as a shift around 1950 to sociologieal-
dominant science fiction, which presented a medium for
“soft” sf, with its locus on social concerns,

The shill to cynicism could clearly he withnessed even in
Islounding's pages. Campbell, like Gernsback before him,
had always had competitors, numerous magazines that lived
off Ist<HOt(lingsS dregs; however, in the early fifties environ-
ment two new major magazines appeared: Galaxy, edited by
Horace Gold, and the Magazine of Fantasy and Science Fir-
lion, edited by Anthony Boucher. These two magazines pro-
vided a forum for the views of new writers with a social
agenda, and sometimes a cynical streak and a satirical edge
as well. Writers such as Ray Bradbury, Arthur C. Clarke,
Damon Knight, Robert Sheckley, Alfred Bester, and Ivnrl
Vonnegut Jr. came into prominence.

Ray Bradbury's popularity has persisted through tinl
decades. Some of his landmark sf titles include The Martian
Chronicles, a collection of stories set on Mars, which in
Bradbury's imagination becomes an environment for the ex-
ploration of humankind’s moral and social habits: The Illus-
trated Man. another story collection, connected through a
unique framing device in which the narrator spoils numer-
ous tattoos, each representing a separate tale: and the
dystopia Fahrenheit 4)1, which depicts an establishment
that suppresses freedom of thought by outlawing hooks and
proliferating television. These and numerous other Brad-
bury titles have elevated the prodigious writer to literary sta-
tus in the minds of many readers.

Artiil r C. Clvrkk \m) tiii; Um atiioviaui.i. Cosmos

Arthur C. Clarke, a British writer whose stories, published in
the sf magazines, Appealed to the American audience, is
known for his revisionist attitude regarding the optimistic
Camphellian vision of science and technology as the savior
of humankind. Clarke depicted a cosmos that was iinlhlh-
omahly huge compared with the individual, an approach
that contradicted the earlier predominant treatment by other
writers in which the human indiv idual was usually the ulti-
mate competitor for success in a universe ruled by the
mechanisms of evolution. In contrast, Clarke's view is more
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ambivalent than that of many of his contemporaries and
predecessors. Often writing in a hard sf mode, blending cyn-
icism and optimism, Clarke contemplates the evolutionary
worthiness of the human race and tests whether or not hu-
mans are mature enough to properly handle their scientific
discoveries and technological advances. In addition to writ-
ing such classics as 'Childhood's End, Hcndczvous with
Hama, and story collections like The Xinc liillion \ames of
God, Clarke coauthored (with Stanley Kubrick) the influen-
tial film 2001: ! Space Odyssey, which was released in 1968,
well after the golden age. I'his film, according to many the
best sf film ever, clearly illustrates the prevalent Clarkean
themes, and stands as one of the greatest achievements in
science fiction.

Tiik Nkw Wave

Another turning point in science fiction literature also oc-
curred in the 1960s. litis was the advent of the so-called
New Wave, a si movement that impressed audiences on both
sides of the Atlantic. The focus of this movement was a
British magazine called \eic llorlds, which had existed
since the 1940s. but became revitalized in 1964 under the
guidance of writer Michael Moorcock. Moorcock not only
provided an excellent medium for British sf authors, hut
brought a conscious agenda to the magazine and the genre:
It was his contention that science fiction should meet the
standards applied to all literature. In the editorial to his first
issue of \cti llorlds. Moorcock declares the magazine's in-
tent: "| \ftr Uniids would champion] a kuul °f Sf which is
unconventional in every sense. ... A popular literary re-
naissance ... is around the corner. Together, we can accel-
erate that renaissance."11

Consequently, a stable Jif formidable writers organized
around Moorcock, including .1.(4. Ballard, Brian Aldiss, John
Brimurr, and the Wnerfalns Thomas Il)iseh and Norman
Spinrad. Striving for aesthetic merit, especially through lit-
erarv experimentation, these writers often concentrated on
su( ial issues, emphasizing sociology, politics, anthropology,
and plifiosophy over tin* hard science that informed fcainp-
Imlh.ui ,| I'ne writers also raised subjects that had been rel-
nii'th lalmo in this genre embraced by so many young
readers. |k xploring or attacking religion and depicting sex
and di ug use were radical, provocative ideas at the time, and
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these motif's characterized the New Wave period. In fart, \cir
llorkls stirred tip controversy when it serialized Norman
Spinrad’s novel Bug .lack Barron in 1968. The explicit and
disturbing content, centered around political and media cor-
ruption, prompted a member of the House of Commons to
label Spinrad a degenerate, and the magazine barely held
onto its government funding.

For Moorcock, the exemplar of the new movement was
J.G. Ballard, whose avant-garde style was bizarre and sur-
real, influenced by American heat author William Bur-
roughs (who himself had experimented with sf in The
Ticket That Exploded and other titles), and similnfix exper-
imental. Ballard would forgo conventional narrative in or-
der to present a prose rich in imagery and atmosphere, bid
often challenging for the reader. His novels and stories
demonstrate how far the \nr llorlds writers pushed the
envelope when it came to literary experimentation. Brian
W. Aldiss garnered British and American awards for such
titles as Barefoot in the Head; he has also enhanced sf as an
astute critic. John Brunner's Stand on Zanzibar, a novel
about overpopulation written in an innovative, postmodern
narrative style, anticipates the hypertext id' the computer
age and is cited as a chief influence by the later cvberpunk
writers. Moorcock himselfwrote popular fantasy, as well as
a number of acclaimed sf titles, including Behold the Man.
a time travel novel that deposits the protagonist in Jesus'
time,

American writers associated with \eic llorkls. such as
Judith Merril and Harry Harrison, who published on both
sides of the Atlantic, helped import the New Wave renais-
sance to America. Meanwhile, critic and writer Damon
Knight, insisting on quality in the genre, founded the Science
Fiction Writers of America, an elite guild that has bestowed
the much-coveted Nebula Award annually to the best sf
works since 1965. Harlan Kllison. a master of lift* #specula-
tive fiction” short story who holds numerous Hugos and
Nebulas, declared a revolution on si's old guard in 1967 with
Dangerous | isions, which anthologized a number of stories
by hold new writers, such as Samuel Delaney and Koger
Zelazny, as well as stories by older writers who thrived tin-
der tlu* new style, 'file book, then the largest anthology of sf
stories yet published, became the definitive statement of the
American branch of the New Wave.
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By this time, sf had traveled along a vast trajectory from
the space opera adventures of the pulp era (with an empha-
sis on power and conquest) and the technological fixations
of the Campbellian stable (which celebrated humanity and
progress), through postwar disillusionment and cynicism, to
a new literary awareness and an emphasis on social con-
cerns and lifestyles. The stage was set for writers with pre-
viously unheard views, as well as writers who had been
publishing before the New Wave but defied categorization, to
express themselves to a wider, and more aware audience.

Science Fiction Enters Academia

Sf's expansion of themes provided a niche for social com-
mentary and satire. Kurt Vonnegut Jr. was particularly
successful at writing in this mode, gaining widespread
popularity and critical recognition with such novels as
Slaughterhouse-Five, Player Piano, and Cat's Cradle, which
were written in a sfvein but whose appeal extended beyond
the confines ofsffandom. This attention earned Vonnegut the
much-envied respect of the literary establishment (a rare feat
in the genre). Vonnegut has continued to mix satire and ab-
surd humor with more traditional tropes of sf, as lie docs in
Galapagos and other more recent works.

Another major writer associated with the New Wave is
Philip K. Dick. Dick started publishing in the fifties, but,
ahead of his time, earned little recognition and appreciation
until the sixties. From the midfifties throughout the- sixties,
he published hundreds of short stories and dozens of nov -
els, including the highly regarded titles The Man in the High
Caslle, I hilt, Che Three Stigmata of Palmer Ehlrich, and Do
Indroids Dream oj F.lerlric Sheep? (the basis of the film
Blade Bunner). I'sing main traditional sf elements, Dick
was concerned with philosophy and the quality of exis-
tence. and lie earned a reputation as an inspired master of
metaphysics and alternate states of reality. The real pres-
ence ofgood and evil and the exploration of humanity, as
well as a strong mysticism, pervade his fiction. By the time
Dick's break neck pace of production slowed in the early
seventies, he claimed to experience an actual mystic con-
ic ttioii to the divine. While many thought him insane, Dick
inr gtcd to reconcile his personal experiences for the last
doifflic of fife life, finally expressing his insights in a trilogy
ot hooks published shortly before his death: Tails, The Di
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vine Invasion, and The Transmigration of Timothy tidier.
These novels, all with a dense philosophical and religious
emphasis, are among the most difficult and dizzying of the
works of this 'author, lie is at present perhaps lhe sfauthor
most studied by academies.

Another writer whose career was revitalized during this
period was Robert Silverherg. Like Dick, Vonnegid, and Klli
son, Silverherg had published as early as the fifties, al-
though he had not yet earned a great reputation. However,
during the New Wave period, Silverherg wrote under a dif-
ferent muse, penning a number of novels with a previously
unseen depth that appropriately earned him the admiration
and respect of his peers and fans. From the late sixties
throughout the seventies, Silverherg fixated on issues of
mortality, belief, religion and communion, love, relation-
ships, and sex. He would become well know n Ini' his frank
treatment of these themes, which are illustrated in novels
like The Masks of Time, Doirntranl to the Earth, t Time of
Changes, The Book of Skulls, and Dying Inside. Also a
thoughtful editor and anthologist, Silverherg has helped to
make the work of many other sfauthors available.

\uvv Bvkkikks B rokkx

The New Wave also broke down the often-noted gender har-
rier constructed during lhe decades of pulp and magazine sf.
Writers like Ursula K. Le Guin, Joanna Russ, and James Tip-
tree Jr, (lhe pseudonym of Alice Sheldon) brought themes of
gender to the foreground and helped overcome many as-
sumptions regarding sf and the marginalization of women.
These writers are often credited with introducing feminism
into the genre. Sheldon, writing as Tiptree. was a scientist
before starting her sf career in 1968. Her Stories often con-
centrate on themes of gender and love and death, sometimes
with a murder-and-maling motif. These themes permeate
her acclaimed work, including the stories “Love Is the Plan,
the Plan Is Death,” “The Girl Who Was Plugged In,” and
«“The Women Men Don’'t See.” Like Philip k. Dick, Sheldon’s
reality was as extraordinary as the fiction she devised, and
biographical research reveals that she enacted many of her
fictional themes in her personal life.

Ursula k. Le Guin is one of the most academically minded
and literary writers to eonlrihide lo lhe genre. Often cat-
egorized as a feminist, Le Guin's works also prescribe
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humanist values. She began writing sf in the sixties, and
continued to produce popular and acclaimed works of both
sf and fantasy throughout the seventies. She has received
numerous awards for titles in both genres, including the sf
novel*. The Left Hand of Darkness and The Dispossessed, each
earning both the Hugo and Nebula Awards. Much of her fic-
tion concentrates on utopian and dystopian themes in the
tradition of such prestigious writers as More, Huxley, and
Orwell. Also prevalent in He Guin's xciting is an abiding ad-
miration for philosophy, especially Taoism and Jungian the-
ory, as well as an aversion for the practices of Western sci-
ence. and a concern for the environment (a popular sftheme
since the sixties). Recently, He Guilt has not produced much
sf. but b;ts been a prolific poet, essay ist, and academic in the
areas of literary criticism and gender studies.

The New Wave was a time of great expansion for sf. The
literary experimentation and attention to new themes
shifted the predominant tone of the genre, not only from an
emphasis on the hard to the social sciences, but also to an
awareness of lifesty le and the consequences of irresponsible
science. For many, the New Wave was the greatest period in
sf history , challenging former assumptions, overturning tra-
ditional boundaries, and increasing the possibilities of the
genre.

Although many of these themes carried nil into the 1980s
and beyond, it is popularly believed that George Lucas's film
Star liars (1977) sounded the death knell for the New Wave.
W hile the film explored themes of mysticism and the strug-
gh between good and evil, it influenced the sf market,
creating a demand for the fast paced wild adventures of
science fantasy space operas that had been so popular in the
pulp era. Over the next few decades movie and television
science fiction seemed to guide the genre. Serialized ver-
sions of muv ie and tclev ision story lines crowded the science
IVIuiirt sections of bookstores. It appeared as if the literary
genie bad been set back to midcenlury. Still, worthy authors
kept irilie.s entertained wilh more thought-provoking works.
The mass influence of television, mov ies, and other media
and inlbi motion sources like the newly devised Internet
<dia in *aiiio subjects of study and debate in the more

m i.Uly a" aie sf. The changing face of society as well as the
called information revolution led the way to the next
gioat movement within science fiction literature.
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Cyberpunk anij Other Contemporary Science Fiction

Contending with issues plaguing a media saturated society,
sf authors created a new form dubbed cyberpunk. Ibis on-
going subgenre was initiated by William Gibson's \caro-
niumrr. a novel that depicts a world overrun by (lie prolifer-
ation of technology. in which human life becomes devaim'd
and characters often despise or reject their bodies in favor of
cybernetics and interaction within the consensual halluci-
nation known as cyberspace. This novel sparked a cyber-
punk revolution in sf, influencing many of Gibson's contem-
poraries, like John Shirley, author of Eclipse, and Bruce
Sterling, the author of numerous short stories and novels. It
was Sterling who assembled the subgenre's definitive an-
thology, Mirrorshacles, which includes stories by many id'
the movement's popular authors. Often with a cynical edge,
cyberpunk fiction explores themes of invasion of the body
and mind, as well as the dehumanization and alienation that
accompanies life in an impersonal, high-tech society. The
cyberpunk movement continues, exerting a pervasive influ-
ence on numerous works of television and film, and its
tropes (especially the use of computers, cy berspace, and ar-
tificial intelligences) are widely treated in those media as
well as in the writings of Many contemporary, noncyber-
pnnk sfauthors.

Revamping and Expanding

Much contemporary sf, however, still comes from authors
unassociated with the cyberpunk movement. Alternate his-
tories, which have long been a rtf form, have again become
popular, as withnessed by the success of authors like Harry
Turtledove, a historical expert who specializes in creating
alternate realities in which history deviates from this
world’s at some crucial point, as it does in his novels The
Guns of lhe Smith and /loir heir Hetiiuitt, both set in a world
where the Confederacy won the American Civil War.

The past twenty years have also seen the reign of si's
“Killer BY': David Brin, Gregory Benford, and Greg Bear, all
of whom have won the major awards in the field. Their
works are often perceived as a new kind of hard sf. which
also takes into account some of the concerns of the
New Wove, including Brin’s Earth, Benlbid's Timesmpe,
and Bear's Blood Music, all three of which posit ecological
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disaster as a result of humanity's vise of technology and sci-
ence (although technology itselfis not the culprit, and some-
times has the potential to avert the disaster). The Killer B's
have also continued Asimov's famous Foundation series.

One of the most acclaimed contemporary writers of sf lit-
erature is Oetavia Butler. Not only recognized for her award-
winning sf, Butler has also contributed to the African Amer-
ican literary community, often concentrating on themes of
gender, race, and the social disparities between groups and
classes. She is noted for winks like her Xenogenesis series
(Dawn, Idmitfuml Rights, and Imago), which utilizes the sf
device of an alien takeover to explore issues of gender and
sexuality, and the Parable of the Sower, a dystopia through
which Butler contemplates her social concerns.

Another writer who has achieved similar status is Mar-
garet Atwood. She displays a feminist perspective in The
Handmaid's Tate, which depicts a future in which women
are horribly oppressed. Atwood's is a dystopie vision of the
magnitude of Orwell’'s, and her dark visions are among the
most significant demonstrated in contemporary literature.

Science fiction, unlike many other literary movements
that are the subject of academic study, is a living, ongoing
genre, persisting with irrepressible strength and generating
the enthusiastic response of'readers and fans. Beyond the tra-
ditional written media, sf has manifested an increasing pres-
ence in film and telev ision. Programs like Star Trek am\ films
such as Lucas’s Star liars series, as well as the growing
Japgrtr.se sf tradition (exemplified by the Anion* genre), have
appealed to wide audiences and enlisted many new fans:
they have won a mainstream appreciation and reflect the
multi-faceted nature of lilt* genre. Much loved, often misun-
derstood. and sometimes despised, science fiction remains
one olThc most diverse and imaginative of literary genres.
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Science Fiction as a
Literary Movement

W illiam Atheling Jr.

W illiam Atheling Jr. is the pseudonym for the crili-
eal persona ofseienee fiction author James Blish.
whose many popular works include the novels /
Case of Conscience, hid Il the Stars a Stage, The
Star Dwellers, The Nighi Shapes, and a number of li-
tles in the Star Trek series. In this selection Blish
addresses the difficulty inherent in trying to define
the elusive genre of science fiction. Blish suggests
that the difficulty may stem from the nature of sci-
ence fiction itself, which requires that its authors
create universes from the private visions of their
own minds and then display them for all to see (like
metaphorical tattoos), instead of defining the gems'
hv the characteristic of accurate extrapolation, Blish
emphasizes the human quality ol science fiction,
claiming that the genre's value is in its exploration
of human problems. Finally, even from this early
vantage point of 1970, Blish declares the emergence
of science fiction as a literary movement, illustrating
how the genre fulfills the characteristics of litera-
titre.

Writers who attempt to define science fiction inevitably suf-
fer the fate decreed by Archibald MacLeish (who was caught
by it) for poets who follow armies: their hones are .subse-
quently found under old newspapers. | was reminded of the
melancholy fact some years ago when | was set to construct-
ing such a definition for the Droller Encyclopedia. \t that
time | could do no better than repeal the usual routine of
defining the thing by its trappings—the far journey, the fu-
ture, extrapolation—but | could not help hut feel that when |
was done, the emperor had no more' clothes than before.

lisht'i's, 1070). Copy rifdil < 1070 In .Imncv lilish. [iopnitlctl with pmiMS'sinn.
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Though | can feel in anticipation the rustling over my
bones, | am about to attempt it again, Cor I've since come to
think that the question is a simpler one—O fatal gambit!—
than it is usually made to appear. At least there do seem to
me to he certain basic assumptions which stand under in-
spection, and pass the lest by which so many definitions fall:
that of remaining applicable to practitioners as apparently
incompatible as Ray Bradbury and llal (dement, yet at the
same time clearly excluding the whole category—which
everyone feels ought to be excluded, however difficult that
proves—of fiction about science, as exemplified by Irroic-
smith or the novels of C. I Snow. If the assumptions are a lit-
tle bizarre, | will have to plead that so is the subject-matter;
but the argument is reasonably straightforward..

Tin; Tattoos oi Puivvn: Vision

Short stories of any kind are like tattoos; though they are on
public display, they come into being to identify the self to the
self. The commonest and hence the most stereotyped were
undertaken to prove that the subjecl/objeet is grown up,
with a flourish of brightly colored but non functional
women, guns, cars and other machinery, Mother kind at-
tempts to seal an identification with some stronger and
more stable entity— Mother. Mamie, Semper l'idelis or free
Enterprise; or make real some pigeon-hqgle into which the
personality is trying to cram itself—Lover, Killer, Mighty
Ilunter.

The most interesting kinds, however, are those cryptic
symbols which (lie mentally ill inflict upon themselves.
Ilore the vision of the outside world which the story or tat-
too tries to make retd is almost as private as the psyche
which so stigmatizes itself. Only the necessity to adopt some
sort of artistic convention, and to lim it the message to some-
thing less than the whole of the mystery, makes the end-
product even partially intelligible—and. to some part of the
an.li nee. holds out the hope that the mystery might be
solved.

There is i least a little of the priv ate vision in every work
o| fiction but it is in fantasy that the distance between the
ical wot Id—tiiat is, the agreed-upon world, the consensus
oi call reality—and the private vision becomes marked and
disturbing. The science-fiction writer chooses, to symbolize
ins real world, the trappings of science and technology, and
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in so far as the reader is unfamiliar vvilh these, so will llio
story seem mitre [tinreign | to him. It is commonplace lor out
siders to ask science-fiction writers, “Where do you fid
those crazy ideas?” and to regard the habitual readers of sci
error fiction also as rather far off the common ground. )et it
is not really the ideas that are “crazy” but the trappings; not
the assumptions, but the scenery. Instead of Main Street—in
itselfonly a symbol—we are given Mars, or the future.

The reason for this choice is put succinctly by Brian
Aldiss:

“l am a surrealist at heart; that is, I'm none too sure
whether the reality of the world agrees with its appearance.
Only in sf. or near sf, can you express this feeling in words,"

Of course, this is not entirely true; neither Kafka nor
Beckford had any difficulty in expressing the same feeling in
quite different trappings, in sporting quite different tattoos.
But for any writer who knows how surrealistic are the as-
sumptions of our modern metaphysics, the science-tattoo is
not only attractive but compelling.

It is not even essential that the symbols he used correctly,
although most conscientious science-fiction writers try lo
get them right in order to lure the reader into the necessary
suspension of disbelief. There is no such place as Bay Brad-
bury’'s Mars—to use the most frequently cited complaint—
but his readers have justly brushed the complaint aside, rec-
ognizing the feeling as authentic even though the facts arc
not. This is probably what Mr. Aldiss means by "near-sf." as
it is what | mean hi fantasy. The essential difference lies
only in how close to the consensus the writer wants his pri-
vate tattoo to appear.

IIO.NESTY TO TIIE ASSL V1PTIOXS

In this matter of correctness, the reader also has prefer-
ences, so that it is rare to find someone who is drawn to a
Hal Clement who relishes Mr. Bradbury too, and vice versa.
... However, there are other kinds of accuracy than the fac-
tual which are important to poetry (Dichlung = any work of
art), chief among which is faithfulness to the language of
symbol. As precisely this point is pursued at enormous
length by Robert Craves in The HhHe fiuilelcss, | will rest
content with a bare mention of it here.

The absolutely essential honesty, however, must lie
where it has to lie in all fiction; honesty to the assumptions.
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not to the trappings. This brings us hack, inevitably, to the
often quoted definition by Theodore Sturgeon:

“A good seienee-fietion story is a story about human be-
ings, with a human problem, and a human solution, which
would not have happened at all without its science, content.”

This is a laudable and workable rule of thumb, it seems to
me, as long as the writer is aware that the “science content”
is only another form of tattoo design, differing in detail hut
not in nature from those adopted In the writers of all other
kinds of fiction.

Viewed in this light, the writing: of science fiction is an ac-
tivity which cannot usefully he divorced by the critic front
the mainstream of fiction writing, or from artistic creation
as a whole. It does not even differ from them in being idio-
syncratic in its choice of a symbol-system, since every artist
must be odd in this respect, choosing from the real world
(has anyone seen it lately?) those parts which make the best
fit with the universe inside his skull. The seienee-fietion
writer centers his universe-of-discourse in the myths of
Twentieth Century metaphysics, as other writers found their
intellectual homes and furniture on Olympus or the Mount
of Olives. ...

Science Fiction Becomes a Literary Movement

The process of gradual re-assimilation of science fiction into
the mainstream of literature—which was where it started
out, with such figures as Wells and Comm Doyle—is bound
to he painful for fans who want to claim some special supe-
riority for the genre (as well as for writers who would much
prefer not to have the usual standards of criticism applied to
what they do), hut growing up always has its twinges.

The field will always remain to some extent a separate,
self-conscious branch of letters; that change, which began in
192(>, is not in my judgment reversible now. But there is an-
ollu r such (‘hinge of character now in the making. Science
fiction is now in the process of emerging from the status of
a small calegorv of commercial fiction, and taking on the
eli.iiaclensiii s of a literary movement.

It is too early to attempt a history oftiiis change, but some
ilii ad', quite familiar events tend to change proportions and
. Chum lops when viewed in this light. Primarily, the
lhange is the work of such magazine editors ;is John W.
Campbell, who whatever his side hobbies has always in-
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sisted that stories written for him have something to say and
that the characters in them act and talk like flesh-and-blood
human beings, and like Horace L. Gold and Anthony
Boucher, who demanded stylistic distinction and who
flensed away many of the pulp taboos with which the field
was encumbered; of anthologists like William Sloane and
Fletcher Pratt, who gave some of the best early stories the
relative permanence of book format; of critics like Kingsley
Amis and Damon Knight, who saw nothing unreasonable in
applying the same standards of judgment to science fiction
as are customarily applied to any fiction of serious inten-
tions; and of publishers like Ballantine Books and Faber and
Faber, who looked for distinguished work and offered it to
the public without either apologies or appeals to special
cults of readers. (These citations are intended to he repre-
sentative, not inclusive, but an inclusive list would not be
much longer.)

But the main responsibility for the change, as you would
expect, must be assigned to that small but potent group of
writers to whom science fiction was not just a meal-ticket
but an art form, demanding the broadest vision, the deepest
insights, and the best craftsmanship ofwhich each man was
capable. The roster of such men is gratifyingly long for its
age; and although until recently science fiction has been pri-
marily an American phenomenon, it is gratifyingly interna-
tional, too. Again, an inclusive list would he impossible with-
out the benefit of greater hindsight than time has yet
allowed, but any such list would have to cite Algis Budrvs
and Theodore Sturgeon in the United States, Brian Aldiss
and C. S. Lewis iti England, and Gerard Klein in France.
Some of the major editors, anthologists and critics have also
contributed as writers.

CIIARACTKKISTICS OF A MOVKMKVI

What are the characteristics of a literary movement? Every-
one will have his own list of distinguishing features—the
scholar, for example, will demand that the movement exert
some influence on literature as a whole, and this is certainly
demonstrable here, all the way from firmly popular writers
like Nevil Shute to iconoclasts like William Burroughs— bid
I think they can all he summed up under the heading of self-
consciousness. Among the symptoms of this awareness
might be listed the emergence of histories and bibliogra-
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phies of the field, such as those by Sam Moskowitz and Don-
ald B. Day; of works of criticism such as those by Messrs
Amis and Knight ... of specialized literary quarterlies such
as SF Horizons, the late international journal edited by Mr.
Aldiss and Harry Harrison; of professional organizations
such as Science Fiction Writers of America, recently revived
In Mr. Knight; and perhaps of such forms of articulate
reader support as the “Hugo” and “Nebula” awards (given
each year for the best work of the previous year), and pub-
lishing houses such as Advent (Chicago) which specialize in
works about science fiction.

But these remain symptoms. A literary genre cannot also
become a movement until a significant number of its pri-
mary practitioners, the writers, begin to think of themselves
its artists, not just journeymen, working in what to them
seems to be the most important and rewarding field of the
many they might have chosen. (Note that many of the major
science ficlio' writers have contributed to other fields as
well, particularly the detective story and the historical
novel.)

Detecting a writer thinking about himself in this way
must remain mostly a matter of reading between the lines. A
few— Mr. Heinlein is an example—may come right out and
sayv that science fiction is for them worthylof more attention
than anything else being written today, but such statements
are often construed as bids for special attention, or pleas for
spentd exemptions from critical attention. In any event,
most science fiction writers still tend to shy away from mak-
ing such pnhlir claims. One place where the claim may be
implicit, tames Blish has suggested, may be in those stories
where they turn to speculating on the future ofthe arts other
than their own. Considering how belligerently defensive
science-fiction people often are, there is a notable lack of
narcissism in these Stories; self-conscious though these
«it' - are. they arc unprecedentedly more interested in
then subjects than they tire in themselves.

This freedom from involution among these writers
may indeed indicate that they are speaking for a movement,
cl mhii Ir they tire proud. If that is the case (and necessarily
*a"icc that it is), the movement will have every reason to

peak well of them hereafter.



The Literature of
Human Possibility

Ben Bnva

Ben Bova is the author ol’sneh seienee fu tion no\els
as Star llatchnien and The llealhennakers. He lias
also served as one of the genre's influential editors,
having succeeded John W. Campbell Jr. as the mind
behind tnalog Science Fiction-Science Fad maga-
zine. Bova sees science fiction as a bridge between
science and art. To him the potential of technology in
science fiction is always tempered by the qualities of
the humans who oversee that technology. In this way
what readers often perceive as the cold, unemoliona!
world of seienee is merged with humanity's heroism
and tragedy. The effect not only emphasizes human
capabilities but also highlights the wonder and
beauty pf science. The task of good science ficlion

w riters, then, is the same its that of all fiction writ-
ers: to help humanity understand itself.

Science fiction writers are not in the business of predicting
the future. They do something much more important. They
try to show the many possible futures that lie open to us. If
the history of the human race can he thought of as an enor-
mous migration through time, with thousands of millions of
people wandering through the Centuries, then the wfiler-, of
science fiction are the scouts, the explorers, the adventurers
who send back stories that warn of the harsh desert up
ahead, or tales that dazzle us with reports of the beautiful
mountains that lie just over the horizon.

For there is not simply a future, a time to pome that's pre-
ordained and inexorable. Our future is built, hit by bit.
minute by minute, by the actions of human beings. One \i
tal role of science fiction is to show w hat kinds of future
might result from certain kinds of human actions.

I-Acerpled Irom "The hole of Seienee Kielion." In lien limn, in Nrimer |-'itiitui Tarfay
ami ihmarrntr. edited In Reginald Bretnor. Cnp\ri<>ht < 1971- In Rejiinnld Brelnor.
Reprinted In permission of IlarperCollins Publishers, hie.
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Have you ever stood on a flat, sandy beach, at the edge of
the water, and watched the little wavelets that play at your
feet? After the breakers have dumped their energy and the
water rushes as far up the beach as it can, there’'s a criss-
cross pattern of wavelets that mottle the beach. If the sun’s at
the proper angle, you can clearly see what physicists call in-
terference patterns. The wavelets interact with one another,
sometimes adding together to form a stronger wave, some-
times canceling each other to form a blank spot in the pat-
tern.

The myriads of ideas that parade across the pages of sci-
ence fiction magazines and books each month form such a
pattern in the minds of readers and writers. Some ideas get
reinforced, added to, strengthened by repetition and en-
largement. Other ideas get canceled, fall out of favor, are
found lacking in one way or another. Thus, for more than a
generation now, science fiction people have been worrying
about problems such as pollution, nuclear warfare, over
population, ,enetie manipulation, runaway technology,
thought control, and other threats that burst on the general
public as shocking surprises.

Other potential problems have been examined and
dropped. Today there arc few stories about invisible men
seized by dreams of power. Or plagues of "space germs” in-
fecting Earth. When Michael Crichton’s Jndnmieda Strain
became a vastly popular book and movie, most science fic-
tion people groaned. “But it's an old idea!” they chorused,
meaning that it's no longer a valid idea: the problem does
ii'»| and probably will not exist. But this old idea was shat-
Icringly new and exciting to the general public.

Tm Art ok Siii m:k Fiction

To communicate the ideas, the fears and hopes, the shape
and feel of all the infinite possible futures, science fiction
wiiters lean licav ily on another of their adv antages: the art
ol lulion.

lor while a scientist’'s job lias largely ended w hen he’s re-
due,-d his dale lo tabular or graph form, the work of a sci-
* nee fii iion writer is just beginning. llis tusk is to convey the
.......... dory: tlic scientific basis for the possible future of
lo- lorv is merely the background. Perhaps “merely" is too
iooilmg a word. Much of science fiction consists of precious
iiitle except lire background, the basic idea, the gimmick.
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But the best of science Fiction, the stories that make a htsli
impact on generations of readers, are stories aboul people.
The people may he nonhuman. They may he robots or other
types of machines. But they will he people, bribe sense that
human readers can feel lor them, share their joys and sor-
rows, their dangers and their ultimate successes.

The art of Fiction has not changed much since prehistoric
times, mainly because man’s nervous system and the cul-
ture he’s built out of it have not basically changed.

From the earliest Biblical times, through Homer to
Shakespeare, Goethe, and right down to today's commer-
cial fiction industry, the formula for telling a powerful
story has remained the same: create a strong character, a
person of great strengths, capable of deep emotions and de-
cisive action. Give him a weakness. Set him in conflict with
another powerful character—or perhaps with nature. Let
this exterior conflict he the mirror of the protagonisl's own
interior conflict, the clash of his desires, his own strength
against his own weakness. And there you have a story.
W hether it's Abraham offering his only son to God, or Paris
bringing ruin to Troy over a woman, or Hamlet and
Claudius playing their deadly game. Faust seeking the
world’'s knowledge and power. Gully Foyle, 1). I). llarri-
man, Montag the Fireman, Michael Valentine Smith,
Muad’'Dib—the stories that stand out in the minds of the
readers are those that are made incandescent by charac-
ters—people—who are unforgettable.

To show other worlds, to describe possible future soci-
eties and the problems lurking ahead, is not enough. The
writer of science fiction mast slwtr how these worlds anil
these futures ((fieri human beings. And something much
more important: he must show hair human beings can and
do literally create these future worlds. For our future is
largely in our own hands. It doesn't come blindly rolling
out of the heavens: it is the joint product of the actions of
billions of human beings. This is a point that's easily for-
gotten in the rush of headlines and the hectic badgering of
everyday life. But it's a point that science fiction makes
constantly: the future belongs to us—whatever it is. We
make it, our actions shape tomorrow. We have the brains
and guts to build paradise (or at least try). Tragedy is w hen
we fail, and the greatest crime of all is when we fail even
to try.
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Sciknck Fiction Bunk,is Scikncc and Art

Thus science fiction stands as a bridge between science and
art, between the engineers of technology and the poets of hu-
manity. Never has such a bridge been more desperately
needed.

Writing in the British journal Sew Scientist, the famed
poet and historian Robert Graves said in 1972, “Technology
is now warring openly against the crafts, and science
covertly against poetry.”

What Graves is expressing is the fear that many people
have: technology has already allowed machines to replace
human muscle power; now it seems that machines such as
electronic computers might replace human brainpower. And
he goes even further, pointing a shaking finger at science as
the well-spring of technology, and criticizing science on the
mystical grounds that science works only in our Ostial four
dimensions of space/lime, white truly human endeavors
such as poetry have a power that scientists can’'t recognize
"because, at iis most intense, [poetry| works in the Filth Di-
mension, independent of time.”

Craves explains that poetry is usually the product of intu-
itive thinking, and grants that some mathematical theories
have also sprung from intuition. Then he says, “ Vet scientists
would dismiss a similar process ... as ‘illogical.””

Apparently Graves sees scientists as a sober, plodding
phalanx of soulless thinking machines, never making a step
that hasn’t been carefully thought out in advance, lie should
try woi'kiii" with a few scientists, or even reading James D.
Watson's the liinible I/eli.v.

\s a historian. Gnnes should he aware that James Clerk
Waxwell's brilliant insight about electromagnetism—the
guess llial visible light is only one small slice of the spec-
trum ofelectromagnetic energy, a guess that forms the basis
for electroHim technology—was an intuitive leap into the
unknown; Maxwell had precious little evidence to back up
Ins vness. The e\idcnce came later. Max Planck’s original
concept of the (Juaninm theory was also mainly intuition,
lie list of wild jumps of intuition made by these supposedly

iolid. humorless scientists is long indeed.

m " "UMs are human beings! They are just as human, ill-
ume e. and emotional as anyone else. But most people don't
" ali/e this. They don't know scientists, any more than they
know much about science.
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C. I Snow pointed out . ..decades ago that there is a pap
between the 'Pwo Cultures, and Graves's remarks show that
the flap is widening into a painful chasm. Craves is a scholar
who should know better, lie's justly renowned lor Ins work
in ancient mythology, where he’s combined his gilts of po-
etry and historical research in a truly original and beautiful
way.

But he doesn’t seem to understand that scientists do pre-
cisely the same thing. Because he doesn’t understand scien-
tists.

Since the prehistoric days of tribal shamans, most people
have held a highly ambivalent attitude toward the medicine
man-astrologer-w izard-scientist. On the one hand they en-
vied his abilities and sought to use his power for their own
gain. On the other hand, they feared his power, hated his
seeming superiority, and knew damned well that he was in
league with dark forces of evil.

There has been little change in this double-edged attitude
over the centuries. Today most people still lend to hold Sci-
entists in awe. After all, scientists have brought us nuclear
weapons, modern medicines, space flight, and underarm
deodorants. Yet at the same time, we see scientists derided as
fuzzy-brained eggheads or as coldly ruthless, emotionless
makers of monsters. Scientists are a minority group, and
like most minorities they're largely hidden from the public’s
sight, tucked away in ghettos— laboratories, campuses, field
sites out in the desert or on Pacific atolls.

Before the public can understand and appreciate what
science can and cannot do, the people must gel to see and
understand the scientists themselves. Clef to know their
work, their aims, their dreams, and their fears.

Scifefs'CK Ficnorv vs Mvtiiologv

A possible answer to this problem of humanizing science
and scientists comes from the field in which Craves made
his major contribution: my thology.

Joseph Campbell, professor of literature at Sarah
Lawrence College, has spent a good deal of his life studying
humankind's mythology and writing hooks on the subject,
such as the four-volume The Masks of (lad, and llcro irith a
Thousand Faces. He has pointed out that modern man has
no real mythology to turn to. The old myth's are dead, and no
new my thology has arisen to take their place.
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And m;in needs a mythology, Campbell insists, to give a
sort of emotional meaning and stability to the world in
vvbieh he lives. Myths are a sort of codification on an emo-
tional level of man’s attitudes toward life, death, and the
whole vast and sometimes frightening universe.

An example. Almost every primitive culture has a Prome-
theus myth. In our Western culture, the Creek version is the
one most quaff'd, Prometheus was a demigod who saw man
as a weak. Man ing, freezing creature, barely able to survive
among the animals of the fields and woods. Taking pity on
matt, Prometheus stole fire from the heavens and gave it to
man, at the cost of a horrible punishment to himself. But
man, with fire, became master of the Karlli and even a chal-
lenge to the gods.

Atypical myth, fantastic in detail yel absolutely correct in
spirit. One of man’s early ancestors "discovered” fire about
half a million years ago, according to anthropological evi-
dence. Most likely these primitive Homo credits creatures
saw lightning turn shrubbery into flame; lienee lhe legend
of the gift from the heavens. Before fire, our ancestors were
merely another marginal anthropoid, most of whom died
out. With fire, we've become the dominant species on this
planet.

The Prometheus myth “explains” this titanic event in
terms that primitive people can understand and accept. The
my 1l gives an emotional underpinning to the bald facts, lies
reality into an all-encompassing structure that explains both
the know n and the incomprehensible parts of man’s experi-
ence.

Much of today 's emotion-charged, slightly irrational urge
toward astrology and the occult is really a groping for a new
mythology, a mythology tfuit can explain the modern world
on a gut level to people who are frightened that they're too
small and weak to cope with this universe.

Ft itm.t.i\o tiie Tenets of Mythology

Joseph Campbell's work has shown that there tire tit least
four major functions that any mythology must accomplish.
First: a mythology must induce a feeling of awe and
majesty in piople. This is vvliat science fietionists call "a
sense of wonder.”
Second: a mythology must define and uphold a system of
the universe, a pattern of sell consistent explanation for both
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the known and incomprehensible parts of man's existence'.
A modern mythology would have a ready-made system of
the universe in the continuously expanding body of knowl-
edge that we call science.

Third: a mythology must usually support the social estab-
lishment. for example, what we today call Greek mythology
apparently originated with the Achaean conquerors of the
earlier Mycenaean civilization. Zeus was a barbarian skv
god who conquered the local deities of the matriarchal
Mycenaean agricultural cities. Most of the lovely legends
about Zeus's romantic entanglements with local goddesses
are explanations of the barbarian, patriarchal people over-
whelming the farmers’ matriarchies.

Fourth: a mythology must serve as an emotional crutch to
help the individual member of society through the in-
evitable crises of life, such as the transition from childhood
into adulthood, the adjustments of the individual to his soci-
ety, the inescapable prospect of death.

Science fiction, when it's at its very best, serves the func-
tions of a modern mythology.

Certainly science fiction tries to induce a sense of wonder
about the physical universe and man’s own interior private
universe. Science fiction depends heavily on known scien-
tific understanding as the basic underpinning of a univ ersal
order. Science fiction does not tend to support a given polit-
ical establishment, but on a deeper level it almost invariably
hacks the basic tenet of Western civilization: that is, the con-
cept that the individual man is worth more than the organi-
zation—whatever it may he—and that nothing is more im-
portant than human freedom.

W hether or not science fiction helps people through emo-
tional crises is more difficult to tell, and probably the only
remaining test to the genre's claim to mythological stature.
It is interesting that science fiction has a huge readership
among the young, the adolescents who are trying to figure
out their own individual places in the universe. And how
many science fiction stories about superheroes and time
travel and interstellar flights are really an attempt to deny
the inevitability of death'.’

On this emotional level, science fiction can—and does—
serve the functions of mythology. On a more cerebral level,
.science fiction helps to explain what science and scientists
are all about to the non-scientists. It is no accident that sev-
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oral hundred universities and public schools are now offer-
ing science fiction courses and discovering that these classes
are a meeting ground for the scientist-engineers and the hu-
manists. Science and fiction. Reason and emotion.

Science fiction can also hlerul reason with emotion in an-
other wav: to show the true beauty and grandeur of the uni-
verse, whether it's it galaxy full of stars or a drop of water
teeming with delicate, invisible life.

Illow many young students have been "“turned on" to sci-
ence by reading science fiction? Most of the men who have
walked on the Moon's surface trace their careers back to
early readings in science fiction. For, in addition to examin-
ing the problems ofthe future, science fiction opens the door
to the widest of all possible worlds. The bone chess cities of
Ray Bradbury's Mars, the galaxy-spanning adventures of
F. K. Smith, the quietly extra-ordinary pastorals that Zenna
Henderson writes, Asimov’s robots, Dickson’s droll aliens—
the canvas available to science fictionists is as wide as the
universe and as long as time itself. And by showing this mar-
velous, varied, puzzling, colorful universe—and humanity’s
role in it—science fiction stories give their readers the kind
of excitement that simply does not exist elsewhere.

Tun Bi;vi n of Scikm:k

And there’s more. By show ing the wonders of the physical
universe, science fiction also tends to show the beauty ofthis
system of thought that is called science.

I'iie essence of the scientific attitude is that the human
mind can succeed in understanding the universe. By taking
thought, men can move mountains—and have. In this sense,
science is an utterly humanistic pursuit, the glorification id’
human intellect over the puzzling, chaotic, and often fright-
ening darkness id'ignorance.

Much of science fiction celebrates this spirit. Although
there are plenty of science fiction stories that warn of the
dangers of science and technology—the Frankenstein,
dystopia stories—there are even more that look to science
arid technology for the leverage by which human beings can
move the world. Even in the dystopia stories, where the ba-

il ok -,agc is usually, “There tire some things that man was
not meant to know, Doctor,” there is still an aura of striving,
in at knipt to achieve greatness. Very few science fiction sto-
ims picture humanity as a passive species, allowing the tidal
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forces of nature to flow unperturbed. The heroes of science
fiction stories—the gods of the new mythology—struggle
manfully against the darkness, whether it’s geological doom
for the whole planet or the evil of grasping politicians. They
may not always win, these Kimball Kinnisons and Charlie
Gordons and James Retiefs. But they always try.

This attitude may stem from science fiction's long ghetto
existence in the pulp magazines. But it is very much the
same attitude that motivates scientists. As Einstein once
said, when struggling with a particularly difficult problem
in theoretical physics, “God may be subtle, but lie isn’t per
verse.” The problem may be tough, unsolvahle e\en; but
men still try, through the application of human thought.

That's what is behind this elusive quality that science lie
tionists call “the sense of wonder.” When a Larrv Niven hero
detours his spaceship so that he can take a look at the com-
plex beauty of the double star Beta Lyrae, w hen James Rlish
creates a detailed and marvelous world of intelligent crea-
tures of microscopic size whose world is a tiny pond, when
A. E. van Vogt'stime traveler swings across the aeons to trig-
ger the creation of the universe—the sense of wonder in-
spired in the reader is twofold. First is the sheer stupendous
audacity of the writer in attempting to create such exciting
settings, and getting away with it! But at a deeper, perhaps
unconscious, level is the thrill of realizing that the human
mind can reach this far, can encompass such ideas, can both
produce and appreciate such beauty.

Understanding and appreciation: two more words that
help define the role of science fiction.

Science Fiction Is the Literature oe Chance

But perhaps the most important aspect of science fiction's
role in the modern world is summed up in a single word:
change.

After all, science fiction is the literature of change. Each
and every story preaches from the same gospel: tomorrow
will be different from today, violently different perhaps.

For aeons, humankind accepted and expected that tomor-
row would he very much the same as today. Change was
something to worry over, to consult priests and oracles
about, to fear and dread. Today we talk about “future shock"
and long for the Good Old Days when everything was know n
and in its proper place.
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Science fiction very clearly shows that changes—whether
good or bad—are an inherent part of the universe. Resis-
tance to change is an archaic, and nowadays dangerous,
habit of thought. The world will change. It is changing con-
stantly. Humanity’'s most fruitful course of action is to deter-
mine how to shape these changes, how to influence them
and produce an environment where the changes that occur
are those we want.

Again, in this attitude, science fiction mirrors science it-
self. Lewis M. Branscomb, former director of the National
Bureau of Standards, has said:

Technology has brought us changes, most of which we

should welcome, rather than reject. Wealth is the least im -

portant of these changes. Of greater importance is change it-
self. Those young humanists who think themselves revolu-
tionaries are nothing compared to technology.

Perhaps this is the ultimate role of science fiction: to act
as an interpreter of science to humanity. This is a two-edged
weapon, of course. It is necessary to warn as well as evan-
gelize. Science can kill as well as create: technology can
deaden the human spirit or lift it to the farthermost corners
of our imaginations. Only knowledgeable people can wisely
decide how to use science and technology for humankind’s
benefit. In the end, this is the ultimate role of all art: to show
ourselves to ourselves, to help us to understand our own hu-
manity.

Science fiction, with its tremendous world view, with all
oftime and space to play with, gives its adherents a view that
spans galaxies and aeons, a breadth of vision that exposes
provincialism and prejudice for the petty concepts that they
arc. This is lThc world view that a modern mythology must
have.

And this is what makes science fiction so much fun.



Science Fiction as
Classic Romance

Janice Antczak

Janice Antczak analyzes the romantic aspect oksci-
ence fiction and the genre’s positive impact on von up
readers. For her discussion Antczak defines the term
romance not bv its modern associations of sentimen-
talized love stories, but rather by ils medieval Euro-
pean roots that identifies a romantic tale its an in-
credible adventure with extraordinary heroes and
deeds. Antczak points out the elements that science
fiction shares with the romanlic tradition, particularly
the hero, the quest, and fantastic settings. She ex-
plains that the genres often youthful audience readily
identifies with these romantic qualifies, enabling sci-
dice fiction to inspire and educate young readers.

Science fiction is a romance form of (fry technological age.
This category of “romance" is not the constellation of moon
light, flowers, whispered words, and caresses the word evokes
in the common imagination. The heroes of science fiction
may find themselves falling in love, hut this idea of romance
does not play a major role in the genre. In science fiction nov -
els for children, it constitutes only a minor component, tor the
characters are most often young children themselves.

The romance meant here sprit,gs from the medieval Eu-
ropean tale, often in verse, which tells of marvelous heroic-
deeds from history and legend, and has come to identify any
tale or novel of extraordinary adventure filled with my steri-
ous or even supernatural occurrences. The unknown, the
possibilities, and the probabilities of the future in science
fiction possess ;m aura of the mysterious which beckons
those who ponder them. The heroes of science fiction ven-
ture forth on quests which, in this sense, can he called ro-
mantic.

I'Acerpted I'nmi Science b'iclinn: The Myihos of a \ctc lionuunr. In .laniee \nlezak.
Copyright < HIM) In Neal-Srhuman Publishers. Inc. Hcpriiilcd will! permission of
Neai-Sehtiniaii Publishers. Inc.
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Tin: Sciknck Fiction Ui ko

Although the idea ol'the romantic adventure full of extraor-
dinary and mysterious events characterizes seienee fiction
in a broad fashion, a more detailed examination of the na-
lure of romanee reveals pervasive patterns of imagery and
structure in tiie seienee fiction novel for children. In this
structural pattern, the hero (here the term “hero” applies to
either male or female protagonists) is an ideal one who
manifests some virtue or power to a degree greater than that
seen in the average person. The hero is not a deity, hut
rather a person with a marked attribute which wifi aid him
or her in the course of the story.

The hero may possess any number ofattributes. Ile or she
Wav exhibit multiple talents and abilities and appear as the
all-around held who is strong and brave, kind and good,
honest and just. Or, the hero may possess only a single at-
tribute, for instance, superior intelligence or a perfect mem-
ory; winch will work to his or her advantage while pursuing
the goal. Whatever the number of abilities or degree of
power he or she possesses, the hero must utilize these
strengths when engaging a foe in tests of power; and the
hero's attributes ultimately work to defeat the foe wbo poses
a threat to the hero and the hero's world—good overcomes
evil. The hero’s victory over evil constitutes one ol'the hall-
marks ol'the romance, and in triumph,'the hero remains
true to his or her ideals and does not fall prey to the lures of
corrupting power-. Other characters of the romance recog-
nize the hero’s innate goodness and steadfast virtue. Often
the hero is befriended by the neutral spirits of nature. Plants,
animals, and even the weather develop a rapport with the
hero and offer aid at a crucial point.

The child reader, like the neutral spirits of nature, recog-
nizes the hero’s innate goodness. The child also responds to
the hero's marvelous abilities. Whether the hero possesses
telekinetic powers or the ability to fly, the child reader’'s re-
sponse' and recognition may lead to identification with this
character and a closer sharing ofthe adventure and ideals of
the story. Within the structure of the science fiction novel,
the seemingly marvelous and mysterious join with the pos-
sible and probable as the child looks toward his or her own
future through the exploits of the hero.

Tilt* romance structure requires that this idealized hero
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engage in the quest within an unusual setting. In the tradi-
tional fashion of romance, such a setting is usually an idyl-
lic one—a lush green meadow at the height of summer or a
magical kingdom. It need not be completely a fantasy world,
but the setting must be a place that is in some way differenl
from everyday reality. This distanee from the mundane
world allows the unusual or mysterious to play a role in the
quest. Science fiction takes the reader at least one step be-
yond the present and places him or her in the brave new
world with the hero, where the hero's attributes and the
unique features of the environment and society are “actual-
ities.” The many worlds of the future provide seemingly in-
finite variations of time and place for the hero's exploits.

This idealized world ofthe romance often conjoins upper
and lower realms. The hero journeys to the mountainlop or
descends into the dark spaces of the underworld in order to
pursue the quest. Often these periods of ascent or descent
accompany points of epiphany or revelation for the hero.
Such aspects of setting foster a sense of a place apart. Once
more, science fiction’s many worlds provide for new images
of ascent and descent, especially the many forms of rocket
and starships, or the suhmersibles which traverse the un-
derworld of the ocean floor. In such vehicles, the reader can
journey with the hero to the unusual world of strange pow -
ers and possibilities. The increasingly sophisticated techno-
logical and environmental detail of science fiction forms a
unigue hybrid of the actual and the imaginable which the
child reader finds particularly compelling. These arc wor Ids
which the reader may someday inhabit as the hero of his or
her own quest

The Romantic Quest of Science Fiction

The marvelous setting provides the stage for the primary
component of the story—the quest. Within the structure of
the romance, adventure becomes the central aspect of the
tale. The adventure assumes a quality of wish-fulfillment orl
dream of deeds performed for the hero and vicariously for
the reader. The innocent hero is called to a dangerous mis-
sion by fate or by choice. This mission often involves a jour-
ney to a distant land or to a time filled with hardship and
struggle and enemies. The hero, with comrades, encounters
obstacles placed by the foe along the path to successful com-
pletion of the quest. The minor adversities pave the way to a
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glial and furious confrontation between the hero and the ad-
versary. This ultimate test of the hero’s powers results in the
defeat of the antagonist and in the triumph and recognition
of the hero.

'The three stages of adveifU’ire in the romance, the minor
struggles of the quest, the ultimate confrontation with the op-
ponent. and the hero’s final triumph, reflect the structure of
the hero myths of ages past, such as the death-resurrection
myths of Aids or Christ, who faced conflict, died in their ma-
jor lest, and rose in triumph and glory from the dead. The sci-
ence fiction hero who descends into a lunar cave and
emerges three days later with an answer concerning the sur-
\i\al nfthe colonists on a new world follows the pattern set
in these ancient myths, and the reader recognizes and re-
sponds to this mythic form on conscious or unconscious lev-
els. This struclure in traditional story or contemporary sci-
ence fiction houses the classic battle between good and evil.

\n even closer examination of the structure of the ro-
mance reveals that within the adventurous framework of the
narrative lies an even more important aspect of the quest. At
lhe heart of the quest, the hero is engaged in a deep, inner
struggle. \\ hellier the hero slays a dragon or searches for a
lost treasure, or conquers hostile aliens or settles a Martian
colony, lie or she is participating in an almost primal quest
for self, for identity, for know ledge. The mythic quest for self
of the character mirrors the lifelong quest for self of the
reader.

The classic hero of myth and legend has served as the
ideal lor people over centuries in many lands. The hero of
science fiction stands as a direct descendant or as a new
form of this eternal character. Often the hero has mysterious
origins; Ins or her true parents may he unknown. The child
hero may have been abandoned, set adrift like Moses, or
raised in a foster home or In an animal, as were Romulus
and Remus, 't here may he a search for the child, as Herod
sen" hod for the infant Christ. The unusual birth or mysteri-
ous parentage of the hero has been a common theme in ro-
nletiiko over the centuries. The hero of science fiction is also
oHi norphaned or abandoned, hut the mysterious parentage
ime |'m the experiment in the genetics laboratory or the
it* n ',In. once visited earth.

the supporting characters align themselves for or
a 'afust the quest. They are the comrades and traitors to the
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cause. Their portrayal of some virtue or vice is often one
dimensional. The comrades and traitors frequently play
roles in direct opposition to each other. A wise old man, or a
woman akin to a fairy godmother, appears to offer the hero
guidance on the quest. There appear in juxtaposition evil
witches, sorcerers, or scientists who work to foil the quest and
bring the hero to ruin. The male hero may encounter a fair
damsel or may find it necessary to resist the temptations of a
siren. The faithful comrades of the hero must help to counter
the force of the traitors and lackeys of the foe. Even animal
characters adhere to this pattern of opposites as they too take
sides for and against the quest. Once more, although such
characters may he mutants or aliens, in keeping with the na-
ture of science fiction, they perform in roles which have been
part of the structure of the romance story in all ages.

Among the exceptions to this dialectical configuration arc
the neutral spirits of nature. They are drawn to the innate
goodness of the hero and realize the importance of the suc-
cessful completion of the quest. These beings represent the
impartiality of nature. Their ancient lore and law are far re-
moved from the petty wars of mankind, hut the spirits un-
derstand that all things are related and they are moved to
work toward and support the common good as identified by
the hero.

One other character-role stands apart from the quest it-
self, that is the clown or fool who enters the scene to warn
the hero of the perils offollowing the quest. The classic char-
acter of the wise fool in more traditional literature is fre-
quently assumed by a parental or authority figure in juve-
nile science fiction. The sage counsel of one not involved in
the quest, hut who cautions the hero on the hardships and
obstacles to he encountered, is a counterpoint to whal might
be the idealistic foolhardiness of the hero.

Setting is another literary element of primary importance
in science fiction. Much of an author's creativity in this
genre is seen in the development and description of the won-
ders of the universe. New worlds with strange plants and
rock formations or earth much changed by earthquakes,
floods, or nuclear devastation provide dramatic imagery in
science fiction. Nevertheless, the manner in which exotic
planets or a dramatically different earth are set forth con-
forms to the pattern of the romance and contributes to the
success or failure of the hero's quest.
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Characterization and sotting provide much of the glam-
our and color of the romanee. The seemingly infinite possi-
bilities of portrayal of such imagery within science fiction
arg p»rt "l the genre’s richness. Still, in the romantic quest
the focus is on adventure. The hero must face the challenge
ofthe many obstacles as he or she attempts to attain the goal.
In the ultimate confrontation with the archenemy which de-
termines tiff outcome of the quest, either the hero, the ad
versary, or both may die; hut the hero’s cause is triumphant
and the hero is exalted. In our age of cynicism, when many
ask where have all the heroes gone, seienee fiction supplies
heroes who are the stuff of dreams, especially youthful
dreams of great deeds to come in the future.

SCIKINCU FICTION Insl’'IKKS V\I) EIU CiTK$

Science fiction is a literature which Inis seen many dreams
come true. To some the genre is a prophetic look After cen-
turies of fabulous stories recounting it. man walked on the
moon. This prophetic aspect has been a topic of debate and
discussion, with many well-known voices clearly claiming
llud science fiction does not foretell the future. W hile such
debates generate interest, whether or not the genre serves
this Itin effort absolutely is not as significant to our age as the
ability of the genre to provide children with a new perspec-
tive by presenting a vast array of alternative futures. Such di-
verse visions ofthe future may contain warnings ofdire con-
sequences resulting from present practices, such as
poisoned sous, fouled air. and nuclear disaster. Vet within
these doomsday images', |he stories may offer the reader
confidence in the adaptability and resourcefulness of hu-
manity in coping with such problems. Such speculation can
prov ide the child with a better understanding of the present
State of society.

In recent years, science fiction has moved beyond the glo-
iilllilion of scientific and technological invention to an in-
vestuirttion ol the effects of seienee and technology on the in-
dividual and the universe. This change of perspective may
U'-sist the Hnld in dealing with the emotional, intellectual,
.mil sm i,it demands of the future. Science fiction is a litera-
...... me .....'lied with change, and for contemporary youth in
monh mi! iiion with the future, such a perspective can be of
"l ealcr importance than the security of the past.

Science fiction author Sylvia Louise Rngdahl says. "Many
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of today’s children Feel a closer kinship with ihc I'nlure than
with the past ... Only through speculation ahonl the Future
as related to the past can these readers gala the sense' ofcon-
tinuity that their elders acquired through Ihc sliply of his-
tory.” This is perhaps due to the rapid rate oF change, both
technological and societal, which characterizes contempo-
rary life. The child in the age of “future shock" may sec more
of value in contemplation and speculation of the Future. To
such a child the lessons of history may seem especially far
removed and ancient. The recognition by educators of this
relationship between the child, history, and the Future has
wrought change in the status and use of science Fiction w ith
young people. Viewpoints such as Engdahl's now plav tin es-
sential role in the education of the child.

Although many educators have, in the past, looked
askance or even condemned the reading of science Fiction by
youth, future studies and other learning programs now in
schools may be centered about or at least include aspects of
this literature. Adults who understand find respect the
changing role and reputation of.science Fiction may bo able
to communicate more effectively with children about litera-
ture and society. Science fiction is entertaining, romantic ad-
venture, but it is adventure served up with history, social
comment, and serious speculation about what may be. It is
a literature in which past, present, and future are inextrica-
bly linked for the readel*, and it is a literature whose own
past, present, and future reveal much about its role as the'
myth and romance of the technological age.



The Potential for
Social Criticism

Robert Bloch

Robert Bloch (1917-1994), the author of Psycho, is
also known for his contributions to science fiction,
both as a writer and as a critic. In this selection he
examines the function of science fiction as a vehicle
for modern social criticism. Concentrating particu-
larly on the early science fiction of the golden age,
Bloch feels that the genre’s project to critique society
has met with mixed success; he asserts that many
authors only reinforce the status quo in their at-
tempts to challenge the social order. Identifying pop-
ular motifs in the genre, Bloch feels that too many
works ef science fiction rely on the traditional con-
ceptions of good and evil, and, more dangerously, on
unfair notions ©(power and hierarchy. Nevertheless,
Bloch suggests that these works are valid as social
criticism in that they are unconscious reflections of
the problems of society.

Modern social criticism —adverse, that is—seems just about
dead. There's just one place where you're still likely to run
into it; ami m a form of writing so minor that most serious
literary rev lowers aren’t even aware of'it.

i refer, of course, to the field of science fiction. Now when
| was a child, science fiction was different, loo. Back in the
late twenlies and early thirties, science fiction was a field in
which stories about Bug-Kycd Monsters were read by bug-

eved hovs. Il was full of crazy stuff about airplanes going
ke-lei llian the speed ol sound ... and splitting the atom to
harness its energy ... and space-platforms hanging out in

liie middle of now here above the Earth. Just pulp trash, the

pimluct el diseased imaginations. Of course, nobody took it
eriou T

l]]'pit'il (h ~|]1'~Imaidnn|inn ami Motion) Social Criticism," In Robert Rlocli. in The
nun /u-turn \tn'cl: Imagination and Social Criticism, (‘(liit'd In Karl Komi). Cop\-
lit ' I<r>b, \cl\t illthiblishrrs. Reprinled with permission from the publisher.
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But something happened, along about the lime of World
War 11 Maybe it was tbe atomic bomb; maybe thore is some
thing to this idea that radiation and fallout can alTect people
in mysterious ways. At any rate, it alTected our main-stream
writers and caused them to begin producing wonderful new
stories in praise of the status quo. And at tbe same lime, il
seemingly caused science fiction writers to suddenly
emerge as rebels and prophets. Science fiction became live
vehicle for social criticism. ...

Recognizable W obi.ijs

Ignoring the extra-terrestrial invaders, ignoring the gad-
getry, ignoring the universal-disaster backgrounds, one en-
counters a fundamental dramatic premise know n to all em-
inent critics who are six years old or over. The world is
plainly divided into “cops and robbers,” “cowboys and Indi-
ans” or “good guys and bad guys.”

There’s a reason, of course. People who have come to re-
vere science almost as.areligion place great faith in the abil-
ity of technologists to safeguard our future. Many of these
people had that faith literally exploded wilh tbe explosion of
the atomic bomb. Science fiction has attempted to shore up
that faith once more with something called the supbeat”
story—one in which science, despite the danger of ther-
monuclear destruction, triumphs in the end and restores a
brave new world. Sometimes these stories are quite decep-
tively satirical and begin in an atmosphere of tyranny. Bill if
you read further, you're apt to encounter the same old hero,
learning the error of his ways and overthrow mg the ty ranks.
There are minor variations, of course: in Brave Xcir linrUl
and 1984, for example, the heroes fail—and the point is. you
can’t beat the system. In one or two books the authors, seek-
ing for novelty, invert the premise at the end and we discover
that the system is right after all—whereupon the hero wiselv
concludes that if you can’t lick 'em, join 'em.

No wonder so many adolescents are attracted to this form
of fiction; here, in a transparent disguise, is die story of re-
volt against organized society. The hero—vvilh whom the
adolescent identifies—defies the rules and the tahoos and
the authorities.

In an era where “escape fiction” cannot serve up a con-
vincing trip to the Wild West or an exploration of Darkesl
Africa as a refuge against social constraints, our adolcseenls
revel in spaceships breaking free to seek the stars, and in con-
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tradiclions of supposedly immutable order. There's a vicari-
ous thrill in breaking the law, even if it'sthe law ofgravity... .

Challenging and Reinforcing the States Quo

W hile main-stream fiction glorifies the status quo, science
fiction seemingly singles it out as the villain. And at the
same time it presents us with the reassuring Father-Image
of the all-wise scientist and psychotherapist. With his aid,
the hero triumphs. Science fiction thus reassures people that
they are the masters of their late, and that every mushroom
cloud has a silver lining.

Now this is admittedly a generalization, and there are
notable exceptions. One can pick out ... such memorable
character-delineations as Tucker’'s The Long Loud Silence,
Vidal's Messiah and Moore’s Greener Limn You Think, forex-
ample.

But hv tar the majority adhere to that stereotyped con-
cept—the Hero Who Saves the World.

Here is Doctor Marline, hero of Umbo: the brilliant sci-
entist incarnate, who single-handedly seeks to rescue the
world from a social order he himself unwittingly imposed
upon it. Here is Doctor Paul Proteus of Player Piano, not too
different in his attitude from those other famous medicos,
Doctor Kildare, Doctor Christian and Young Doctor Malone.

Milch Courtenay of The Space Merchants is no M.D., but a
willing conformist—until the scales are stripped from his
eyes and he lakes a good look at the society around him—
w hereupon he realizes that it is his mission in life, too, to
Fight 'I'yranny. Does this begin to sound familiar? Have you
read about this hero before—in Fdson McCann's Preferred
Pish: in Damon Knight's Hell's Pavement and heaven knows
how many other hooks?

But note this well: I'm not decrying such heroes, as such.
I'm not ridiculing lofty motives, or the device of allowing a
conformist character to rebel against what he discovers to he a
false system of values. The device of casting down the mighty
and making them realize how conditions are under slavery
was good enough for Mark Twain in t Connecticut Yankee in
king Irlliurs Court: this is sound plotting, and the result, prop-
erly handled, can he a realistic and convincing story.

Ignoring the Genre’s Potential

fel in many oflhese novels, something is off-key. Can it be—
| wonder—that the heroes are too important?
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That's where some of these hooks destroy (he illusion of
reality lot* me. I'm transported right haek to ihe days ol
Hugo Gernshaek where, in many inslanees, |(rt* handsome
but brilliant young lullbaek landed on Mark and immedi-
ately lound himself involved with the Princess, the High
Priest and the Emperor. By the time you reached the fourth
page of such epics, Our Boy was always tangling with the
highest figures in the Hierarchy, and he and he alone even-
tually decided the fate and future ofthe planet, Ihe galaxy or
the entire universe.

And here we are again today. Sophisticated superimpose
tions of satire, sophistry, sociology and psychiatry notwith-
standing, there’'s one basic plot— Bov Meets Big Wheel, and
overturns the world.

Now the thing that made 1954 a convincing tour-de-force
was its depiction of an average citizen against an average
background. It was not necessary for Orwell to pit his com-
monplace hero against the Top Dogs in order to make a plot
and a point. Indeed, the strength and the conviction of his
book lies in the way he deliberately offers a “slice of life"
rather than an orgy of name-dropping.

Is there a sound sociological reason w hy so much of sci-
ence fiction must concern itself with so-called Key Figures?
It is certainly not acriminal offense to do so, hut to some ex-
tent | believe it is a literary offense. Because in science fic-
tion novels which are deliberately presented as glimpses of
our possible society of tomorrow, the writer is io effect of-
fering a promise to the reader, lie is laying, "Come with me
and I'll show you how the world of the future will he—the
kind of people who live there, what they think, and what ef-
fect tomorrow's social order will have upon them."

In 19X4, Orwell did just that. But in the average title of to-
morrow, the author goes straight to the top. He may make
grudging mention of the lower classes or even present pic-
turesque (and usually criminal) specimens in one or two
chapters—but the greater part of his hook usually offers
glimpses of Important Officials Guiding Destiny and Reveal-
ing Their Philosophy. The heroes and their peers seem just
a bit larger than life-sized, and you seldom come away from
your reading with the feeling of, “Yes. this is how it really
could he.”

You may, if the author is skillful—and many ofthem are—
enjoy sharing the experience and the danger, and revel in
the hero’s eventual triumph. But your attention litis been di-
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reeled awav from the theme and eentered upon the gaudy
melodrama of Intrigue in High Places. ..

Seienee fiction as a.vehicle for social criticism is stalled
\\ hen one ofthose super-heroes climhs into the driver’s seat
and insists on racing full-speed-ahead right down the center
of the main highway. You're so busy watching for the possi-
bility of accidents and smasimps that you never really see
the scenery. Thrilling? Yes. Contemplative? Hardly. . ..

Our science fiction novelists, by and large, agree that dic-
tators are had—that a world run by and for Big Business is

Tm: Ylvii [IKuo vin mi: Probi.km of Powvvkk

In this c.rrerplfrom a aiiirctsitr lecture, Joanna Him, an

airanl u nanny scienceliclion icrilcr associated with the
\ctc Hare. addresses onc of the criticisms of traditional science
fiction; inanely, the male hero's problematic relationship with
power.

flic only real lle Man is the Master of the t niy erse,

\\ hieh. ol course, leaves out a great many people,

li von believe Ibis but are a lillle less extreme about stating
it. it comes out something like Ibis:

The' real lle-\lan is inv ulnerable. lie lias no weaknesses.
Sexually. he is super-polenl. lie does exactly wbat he pleases,
every where and at all times, lie is absolutely sell-sufficient,
lie depends on nobody, for Ibis would be a weakness. Toward
women be is possessive, protective and patronizing:; to men
be gives orders, lie is never frightened by anything or for any
(season: be is never indecisive: and he always wins.

In short, be is an alien monster. ...

I bis leads to trouble. The trouble with making masculinity
ec|ual to power—especially Hie sort of absolute, ultimate
power that s.f. writers like to write about—is that you can't
look at cither power or masculinity dearly. This is bad
enough when you can't think clearly about masculinity, but
when you can'l Ibinkelearlv about power, it's godawful. In
publics, for instance, power is simply real—il exists—it's like
lhe electricity in the lights of this room; and if you look ill it
real political situation or a real moral situation, and instead of
seeing wbat's really there, you sec \ irilily—Manhood tit
Make goodness knows what—everything gets all mucked
up ttl course. Ibis sort of problem isn't confined to science
In lion von can sec it happening all over the place. But sej-
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subject to False value-orientation—that religious bigotry or
military fanaticism or criminal ethics are to be deplored as
the basis of governmental philosophy. As social critics, then,
they serve a function by showing how an extension of these
tendencies in present-day society could bring about unde-
sirable results in the future.

But there they seem, by and large, to stop. In presenting
the dangers of possible future societies, they seem to be say-
ing we need better government. Yet very few of them suggest
that we need better citizens. ...

ence fiction has a unique chance to deal with these things in
the chemically pure form, so to speak, to really specnlale
about them. But so often we don’t.

One of the strangest things in s.f., when you meet this con-
cern with power, is that s.f. writers seem pretty much to in-
sist on an either or situation. That is, people in stories lend to
he cither all-powerful (this is the Ruler of the Universe
again) or absolutely powerless. Either the hero is conquering
the world or Ihe world is returning the compliment by con-
quering him. In any ease, it's a completely black and w bile
situation with nothing in between. Alexei Panshin once com-
plained about characters who are strangled by Iheir vacuum
cleaners. Well, | think this idea id'megalithie, absolute power
has a lot to do with being strangled by your vacuum cleaner.
If the real man is absolutely invulnerable, then if you're not
absolutely invulnerable, you're not a real man. and if you're
not a real man, you're absolutely weak and absolutely vul-
nerable, so even a vacuum cleaner can get yon. Aon even
sometimes gel lbis weird hybrid, who is at the same tilin' a
superman (utterly powerful) and is being perseculed by the
wlode world (i.e., he is utterly powerless). In fact, lie's being
persecuted because lie's a superman, that is, because lie's
powerful. Rut if he’s persecuted, lie's powerless. That is, lie's
powerless because he's powerful. Or vice versa. Sometimes
the brain just reels.

Also, you get something else very had in science fiction
from this confusion of maleness—masculinity—with power.
You get what's been called pornoviolenee, that is, violence for
lhe sake of violence.

K\c(T>I<'(1 horn .loannn Kuss, "M ini Monsters.” Turning. Points: lassays mi lhr
trl ofScience Fiction. New V>rk: llai'pcr & How. IH77.
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They go to marvelously clever lengths to paint a convinc-
ing picture of a complex, intricately-ordered future society;
complete, in many instances, with every technological ad-
vantage, and with the addition of super-psychotherapy, ex-
trasensory perception, even teleportation powers.

But w hen it comes to a question of personal ethics, when
it comes to a question of social justice—again and again we
run right smack into our old friend Mike Hammer in dis-
guise.

How, in this marvelous world of the future, does one go
about settling an argument?

W ith the same old punch in the jaw ...the same old kick
in the gtds .. .the same old bullet in the same old belly. ...

Isaac Asimov recently pointed out that science fiction he-
roes are permitted to be intelligent. This is admirable. And
yet, emotionally, most of them are primitive and immature.

W here is the science fiction novel with the ordinary fam-
ily man as hero .. or the teacher ... or the creative artist

.. or the philosopher? Where is the science fiction novel
that contents itself with showing us the everyday world of
the future, devoid of Master Spies and Master Technicians
and Master Psychologists and Master Criminals? ...

Eitkctiv k Criticism

Remember that | am not discussing these novels in terms of
literary craftsmanship or entertainment. If so, I'd be the first
to tell you how von much | enjoyed reading Damon Knight's
vivid Ifell's Lavement, Mired Bester's The Demolished Man
and Fritz Leibet's powerful Dalher, Darkness!—the latter uti-
lizing the standard picture pl an authoritarian state but go-
ing far beyond life ordinary work in its criticism of Science
as Religion. Here is fine writing, here are clever concepts,
here is enthralling escape-fiction.

There arc other exceptions wlinch should be noted. Brave
\etr liaiid, ofcoursi— with social criticism as its primary
and well-realized objective. We do get a touch of Big-Name
dropping here, but by and large, Huxley presents a
panoramic approach. Orwell's 19X4 sticks to the common
lale ol the coiumdi) man. with uncommon results. The
common man also figures in Wilson Tucker's The Long
I.mid silence 1is hero’s struggle to survive in the bomb-
wasted and plague-infested wilderness is a mov ing, memo-
rable and utterly logical adventure; what it has to sav about
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man and molivations under eondilions of stress is far more
eloquent than a dozen seienoe fictional sermons served up
with surrealistie shock-sequences. The same holds true for
C. M. Kornhluth's Not This litgusl; the old theme of totali-
tarian eonquest takes on new meanint! and new impact
w hen told in terms of everyday living. In Frank VI. Robin-
son’s The Power, the author wisely adheres to familial’ sur-
roundings to stress the terrors of the unfamiliar. Damon
Knight says that the novel is actually “anti-seience fiction."
This point is debatable, hut even if we concede il, Fm sure
that Knight admits Robinson's right to present this view-
point as his own form of social criticism—and that he suc-
ceeded in producing a powerful, suspenseful hook. There is
fine theological philosophy to he found in Yereors’ You
Shall Know Them.

In Fredric Brown’s The Lights in the Sky Ire Stars, our
hero is a 57-year-old rocket mechanic with an artificial leg.
He and the heroine dedicate themselves to furthering a
rocket flight to Jupiter. The heroine dies and the hero never
makes the flight himself, but the thinking reader conies
away from this book with at least a partial feeling of. “Yes,
this is the way it will be—or could lie." 1repeat, the think-
ing reader: not the adolescent who wants to identify with a
hero who is intent solely on smashing in the face of Au-
thority*

At the other extreme, that of almost pure fantasy, we find
such efforts as Fahrenheit 451 liar Il ith the Netcls and Doc-
tor trnoldi. In Fahrenheit 451, Ray Bradbury has something
to say about hook-burning VVhether you agree with him or
not, find his treatment convincing or unconvincing, or ad-
mire his highly personalized style (I do), there is neverthe-
less not the slightest doubt hut that lie has writleil a novel of
social criticism in the science fiction field. In liar Il ith the
Newts Karel Capek produced a remarkable satire, wliicli fell
flat on its face in this country twenty years ago. bill has since
been re-issued as a pocket-hook. Here again is witty and
perceptive social criticism. Such is also the case in Tiffany
Thayer's early Doctor trnoldi—in which the problems of
overpopulation were discussed some twenty-five years be-
fore our learned ecologists and social scientists got around
to becoming alarmed. And finally we have' Theodore Stur-
geon’s More llian Human—a hook that stands virtually
alone in its consideration of empathy, the basic problem of
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MAN AGAINST HIMSELF, and even more important, MAN
FOR HIMSELF and MAN FOR MANKIND.

Against the more popularly-held notions in the seienee
fiction field that technology will save the world, or mass-
psychological conditioning will save the world, these few
dissenters stand, affirming that only man’s spirit avails to
save himself. They preach evolution rather than revolution,
evaluation rather than revelation, individual right rather
than individual might. ...

When a literature of imaginative speculation Steadfastly
adheres to the conventional outlook of the community re-
garding heroes and standards of values, it is indeed offering
the most important kind of social criticism—unconscious
social criticism.

W ith its totalitarian societies, its repudiation of indiv idual
activity in every role save that of the self-appointed leader
and avenger, science fiction dramatizes the dilemma which
torments modern man. It prov ides a very accurate mirror of
our own problems* and of our own beliefs which fail to solve
these problems.

Gazing into that mirror, we all might find it profitable to
indulge in a hit of reflection.



The Feminist Straggle
INn Science Fiction

Debra Benita Shaw

Debra Benita Shaw examines the history of the sct-
enee fiction genre front a feminist perspective. Shaw
believes that the scientific realm hits traditionally ex
eluded women, and that many female science fiction
writers have had to assimilate themselves into a
masculine genre. Sometimes these writers concealed
their identities with androgynous initials (like C.L.
Moore) or male pseudonyms (James Tiptree Jr., for
example); others adhered to the macho subject mat-
ter of the genre in order to continue writing. To
Shaw however, the unique position of wriling within
a genre that has alienated women has given some fe-
male science fiction authors the chance to explore
this sense of alienation in their work. By being both
“part of” and “excluded from” the science fiction tra-
dition, these authors can effectively critique the
genre and the society that created it.

[Science fiction) fan have a socially or politically critical
purpose and indeed, as Patrick Parrinder has wrillen.
“laldmirers of science fiction have always poinled to its role
in questioning social assumptions, and today there is wide-
spread recognition of this.” However, as he points out, "|i|n
modern literature the terms ‘social fable’ and 'moral table’
may be applied to almost any fiction in which the author's
didactic intentions override his |sic| impulses towards artis-
tic ... detachment.” Where sf differs is (lull il is concerned
with imagining how scientific theory, if that theory is ap-
plied and assimilated into society, may afleet lhe future de-
velopment of that society. It is fiction “concerned with the
impact of contemporary knowledge and its extension iulu
the future on human behaviour.”

I'Acerpled from liftmen, Science, and /delion: file I'Vankenslein Inhecilance. b\ Dobra
Bonita Shaw (London: Palfiraye, 2000). Copyright 2000 Dobra Bonila Shaw. Itopriniod
b\ permission ol*Macmillan Ltd.
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What John Griffiths is referring to here is the technique of
“extrapolation”, which describes the wav in which sfnarra-
tives develop their themes by projecting onto a future, or
other, world a scenario that can plausibly be imagined,
given that a current scientific theory, or discovery, is pro-
vided as the basis. But. unlike Griffiths, 1do not want to take
issue with “the extrapolists” over whether this term merely
"equatefs] sf with no more than technological forecasting”
hut rather make clear my intention to use the term to de-
scribe the way in which sf offers potential futures whose
most important function is to distance the reader from, and
thus offer a critical perspective on, her present. The scien-
tific sub-text thus roots the text in the time and place of its
production, while the extrapolation is not so much a forecast
of the future but rather a statement about the political im -
plications of scientific theories and new technologies. Writ-
ers are free to imagine worlds other than our own, with dif-
ferent historical and biological evolutions, different
geographies and hence radically different forms of social re-
lations. This, 1would argue, has been the particular appeal
of sf for feminists. As Jen Green and Sarah Lefanu put it:

Science fiction . .. allows us to take the present position of

women and use the metaphors of science fiction to illuminate

x We mav be writing about lhe future, but we aiie writing in

the present.

But what is now recognised as feminist sfis a relatively
recent phenomenon, a phenomenon consolidated by Sarah
Lefanu in her authoritative overview of the genre In the
Chinks of the Zlorld Machine (1988). For Lefanu, “Feminist
SF ... is pilot of science fiction while struggling against it,"
and she states her intention to “chart that extraordinary re-
lationship between feminism and science fiction that flow -
ered in lhc 1970s and that continues to the present day.”

Tiik Feminist Stiu oglu Witiiix Science Fiction

Ilow ever. Ihc particular nature ofthe genre makes it difficult
to ascertain In precisely wluit conventions the site of strug-
gle is marked. Since Hugo Gerusback first named sfin 1929,
a succession of struggles over what exactly its form might be
has ensured a plethora of sub-genres and re-definitions. As
Patrick l'arrinder has pointed out, “Definitions of science
fiction arc not so much a scries of logical approximations to
tin elusive ideitl. as it small, parasitic sub-genre in them-
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solves.” and, since the growth id academic interest in si. the
net has widened to include earlier works that M| within the
terms of various definitions that have been offered to distin-
guish “true” sffrom fantasy or space opera. So it is perhaps
more accurate to suggest, as Jenny Wolmark has done, that,
since the 1970s, “Feminist science fiction has brought the
polities of feminism into a genre with a solid tradition of ig-
noring or excluding women writers.” However, | would dis-
agree with Lefanu’'s assertion that the “struggle" necessarily
began in the 1970s. ...

Serious critical analysis of sf, along with its inclusion in
university English Literature courses, can probably he
traced to the first publication of the critical journal Extrapo-
lation in 1959. Two years later, as Parrinder writes, "Kings-
ley Amis’s widely-read and controversial survey Xew Maps
of Hell (1961) did much to make sf intellectually fashion-
able.” Since this time, Mary Shelley’s Frankenstein (1818)
has been acknowledged as the first sf novel, and Il. (b Wells
and Jules Verne have been drawn into the net along w ith in-
dividual novels by such writers as Aldous Huxley (Brave
New World, 1952) and George Orwell (Nineteen Eighty-Four,
1949). Brian Aldiss and David VVingrove's comprehensive
history ofthe genre, Trillion tear Spree (1988), also includes,
among others, Edgar Allart Poe. Despite the proliferation of
definitions, conditions for inclusion in this new literary
canon generally required the presence of a plausible extrap-
olation and what Darko Suvin has called “estrangement and
cognition.” The familiar is de-familiarised to facilitate a crit-
ical reflection on the writers’ and readers’ perceived reality.

Although Shelley is the acknowledged “mother" of the
genre, most historical analy ses do not dwell fit any length on
a single woman writer until the publication, in 1969, o fIT -
sula Le Guin’s The Left Hand of Darkness, As Patricia Monk
points out. women in the intervening years have often writ-
ten “under the cover of initials or ambisexual pseudonyms”
so that “women writers of science fiction have often tended
to be Invisible, even when they did exist.” Monk Inis identi-
fied what she calls the “androcentric mystique" of sf. “a lit-
erary mystique characterised by gadgetry, adventure and
androcentric thinking,” and finds it unsurprising that
“women writers who have broken into the genre have, on
finding it dominated by this androcentric mystique, show n a
tendency to succumb and to incorporate tin' mystique into
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their own writing.” | would argue here that, in the very ma-
cho early days of magazine sf, it would have been virtually
impossible for a woman who did not appear to succumb to
find publication. These women were engaged in a struggle
of their own. What, then, made the likes of Katharine Bur-
dekin, Judith Merrill, C. L. Moore, Catherine Maclean, Mar-
garet St Clair, Leigh Brackett, C. 1L Cherryh and Marion Zim -
mer Bradley, among others, wish to involve themselves in
the androcentric mystique? 1 believe this is an important
question which can he answered by returning to Suvin's de-
finition of the genre as requiring the presence of “estrange-
ment and cognition.”

Expressing and Exploring Alienation

Recent discussions of sf in the context of postmodernism
have emphasised the way in which extrapolation has now
necessarily become disconnected from what it attempts to
refer to. Jean Bai.drillard, for instance, considers sf to he
now less concerned with presenting potential futures than
with attempting to represent what Istvan Csicsery-Ronay Jr
has called “the problematic autonomy of reality”. In other
words, the imaginary space that was once held to exist be-
tween the extrapolation and its origin has collapsed amid
postmodern uncertainty about the concept of originality.

As Baudrillard has (now famously) claimed, “sf...is no
longer an elsewhere, it is an every where.” "Classic sf”, ac-
cording to Baudrillard, concerned with colonisation dreams
and the conquest of space, was able to function in the imag-
inary space opened up by the concept of progress. It has, in
this sense, a historical specificity and is no longer relevant
to a world where, as he says, “the map covers all the terri-
tory”. .. .So. as Jenny Wolmark explains it, “it becomes the
task of contemporary SF to present us with the fiction that is
our ow n world."

But, d sf is lived reality, estrangement can no longer func-
tion as a distancing technique. Science fiction can only func-
tion as a long senes of re-presentations in which the plea-
sure is, perhaps, one of re cognition. And, if this is the case,
what happens to the socially critical function of sf, and of
lemmisl sf in particular? As Wolmark has pointed out, “as
the specificity of human experience is displaced by simula-
tion, llien the lived realities of oppression and subordination
experienced by women have no way of being expressed.” To
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return to the allure ofthe “androeentrie mystique”, 1think it
is elear that the “decentred situations" that Baudrillard pre-
scribes for contemporary sfwere always to he found among
the fictions of women writers for whom centrality was never
a position that they themselves could claim. We need, per-
haps, to return to the days of “classic” sfin order to disco\er
a continuity in women’'s sf writing that can re-establish the
connection between sender conditioning and the practice
and application of science, a connection that much post-
modern theory has too readily effaced in favour ofthe claim
that all categories of the “human" are de eentred in the post-
modernist scenario. The (female) scientist, Alice Sheldon,
posing as the (male) sfwriter. James Tiptree Jr and taking
part in a symposium on feminist sf is. for me, a suitably
ironic "fiction” with w hich to illustrate this point, it is my
beliefthat the appeal of sffor women has always been that it
allows opportunities both to express and explore alienation
as well as to offer a fictional description ofthe kind ofworld
that a gender-free or differently gendered science might
produce. ...

WgmkV s RklIxtioxsiiip to Scientific R \owi.kih.i

As Evelyn Fox Keller has pointed out, "the breach which sep-
arates women from science is very deep.” The mythology
which surrounds the practice and application of science is,
as Keller reminds us, inseparable from the cultural eon
ftruction of gender. The frame of mind thought necessary to
the production of scientific research, uninfected with affec-
tive bias, is thus thought impossible for women, w lift are in-
vested with the emotional and affective qualities not permit-
ted to the masculine type. The practice of science can be
seen as confirming masculinity and thus jealously guarded
as a panacea to male gender insecurity. The problem for
feminists in attacking this ground is that science comes to be
regarded as monolithic: as so essentially a male invention
that nothing less than the stripping away ofthe entire cul-
tural tradition of scientific practice and technological pro-
duction will do. ...

What | believe is needed is a more comprehensive under-
standing of how women perceive themselves in relation to
scientific knowledge and the use of technology. In other
words, as Sandra Harding says, it is imperative that any dia-
logue should be informed "by the voices ofthe majority ofthe
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world’s women who are not involved in criticising the sci-
ences at all, but simply in surviving.” If we recognise that sci-
ence is determined by its soc ial context and that women pro-
vide part of that context, whether as consumers of
technological products, production line workers affected In
science-based working practices, users (not always willingly)
of reproductive and medical technology, or simply as ex-
cluded from the know ledge that allows individual autonomy
in a technological world, then we must also acknowledge a
hidden social and philosophical history which can he re-
vealed by the study of women’s foray s into a literature that ex-
plicitly engages with science, its products and producers... .

Tin: Nearly Silent Listener

In her introduction to the 1831 edition of Frankenstein, Man
Shelley described how she was motivated to write the novel.
In the summer of 1816, she and Shelley 'visited Switzerland,
and became the neighbours of Lord Byron'. Also present was
Byron's secretary, Polidari, The weather being particularly
had, they spent much oftheir time reading ghost stories and
agreed that each would attempt a story of their own. Mary
was lost for ideas until a particular night when a discussion
between Byron and Shelley fired her imagination:
Many and long were the eornersalions between Lord Byron
and Shelley, to whieh | was a devout hut nearly silent, lis-
tener. Ituring one of these, various philosophical doctrines
were discussed and among others lhe nature of the principle
oflife, and wbother there was any possibility of its ever being
discovered and eoimnuniealed. They talked of the experi-
ments of Hr |Efci,smu.s] llarwin ... who preserved a piece of
vermicelli in a glass ease, till by some extraordinary means it
began to move vyifb voluntary motion. Not thus, after all,
would life be given. Perhaps a corpse would be re-animated;
galvanism bad given token of such things; perhaps the com-
ponent parls nf ;i creature might lie manufactured, brought
together and endued with vilal warmth.
Shelley then goes on to describe how, once in bed, she “did
not sleep, nor eoidd 1he Said to think. My imagination, un-
bidden. possessed and guided me, gifting the successive im -
ages that arose in my mind with a vividness far beyond the
normal hounds of reverie.”
This, for me, is a potent description of the feminist imag-
ination at work in creating sf. The “nearly silent” listener,
excluded from, hut affected by, scientific discourse, finds a
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voice through an imaginalive medium in which she can ex-
press her own hopes and fears ahoul the potential for sci-
ence to transform her life. ... Attention to that voice can re-
veal a powerful and insistent dialogue which argues for a
recognition of women’s unique relationship to how knowl-
edge of the world and ourselves is understood.
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Verne and Wells: The
Two Fathers of Modern
Science Fiction

kingsley Amis

Wrriter Kingsley Amis is one of the sffield’'s esteemed
scholars, having written an often-cited history and
overview ofthe genre, New Alaps of Ih’U: t Sumy of
Science Fiction. In this selection Amis discusses the
works ofthe French writer Jules Verne and the
British writer 11.G. Wells. These two writers, both
from the nineteenth century, arc credited In Amis as
the creators of science fiction in its modern form. In
a survey of their work Amis illustrates how both
writers introduced many ideas and conventions that
persist in the genre to this day.

A definition of science fiction, though attempted with enor-
mous and significant frequency by commentators inside the
field, is bound to be cumbersome rather than memorable.
With the “fiction” part we are on reasonably secure ground:
the “science” part raises several kinds of difficulty, one of
which is that science fiction is not necessarily fiction about
science or scientists, nor is science necessarily important in it.
Prolonged cogitation, however, would lead one to something
like this: Science fiction is that class offprose narrative treat-
ing of a situation that could not arise in the world we know ,
but which is hypothesised on the basis of some innovation in
science or technology, or pseudo-science or pseudo-teelmol-
ogy, whether human or extra-terrestrial in origin. ., .

Jules Verne and Science Prophecy

With Verne we reach the first great progenitor of modern sci-
ence fiction. In its literary aspect his work is, of course, of

Kxeerpled from "Starling Points." in \ctr Maps of licit: / Surrey ofScience Fiction. In
Kingsley \mis (Now Aork: liarennrl. 19(i0). Copyrigid < 19(i(> Kingsley \rnis.
Reprinted In kind permission of.lonnthnn (limes Lid., London, on hehairofthe Lit-
eral'v Kstale of Sir Kingsley Amis.
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poor quality, a lealoro certainly reproduced with great fi-
delity by most of his successors. Although interspersed on
occasion with fast and exciting narrative, for instance in the
episode [in 20,000 Leagues | rider the >c«| where Captain
Nemo and his associates find their twenty-thousand-league
voyage interrupted by the Antarctic ice pack, the story line is
cluttered up again and again by long explanatory lectures
and bald undramatised flashbacks. Even the more active
passages are full of comically had writing:
Wiliat a scene! The unhappy man, seized by the tentacle and
fastened to its blow holes, was balanced in the air according
to the caprice of this enormous trunk, lie was choking, and
cried mil, " /moi! it nwi!" (Help! help!). Those french words
caused me a profound stupor. Then | had a country man
Bboard, perhaps several! | shall hear that heartrending cry till
my life!

The unfortunate man wits lost. Who would rescue him
from that powerful grasp? Captain Nemo threw himself on
the ponlp. and with his hatchet cut off another arm. llis first
officer was fighting with rage against other monsters that
were climbing the sides of the \mitilus. The crew were fight-
ing wilh hatchets.

The Canadian. Consell, and | dug our arms into the fleshy
masses, \ violent smell of musk pervaded the atmosphere. It
was horrible.

One would have to blame Verne's translator for some of
those ineptitudes, hut such was the form in which the nov-
els reached English-speaking readers, none of whom, to my
knowledge, has bothered to complain. The story and the
ideas were the thing. These ideas, the scientific ones at least,
have naturally got a bit dated: the helicopter with seventy-
four horizontal screw s, the tunnel to the centre of the Earth,
the moon ship shot out of a gun at a speed that would have
pulped the travellers before they were clear of the barrel. But
these errors hardly matter, any more than Swift's Brobding-
nagians cease to be impressive when we reason that they
would have broken most of their bones whenever they tried
to stand up. Il matters hardly more that Verne did success-
fully foretell lire guided missile, nor that this extract from
Fire Hecks in a lhiliooit (1862) has a bearing: on events of
eighty years later.

-besides." said Kennedy, “the lime when industry gets a grip

mi rvcrvlhnig and uses it to its own advantage may not he

particularly amusing. If inert go on inventing machinery
litey’'H end by being swallowed up by their own inventions.
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I've often thought th.il llie Nisi d;iy will he brought about by

some eoloss.il boiler healed lo thi'ee lhoosimd atmospheres

blowing up the world.”

“And | bet the Yankees will have a hand in it," said Joe.

The general prophecy about invention overreaching itself is
clearly far more interesting than the particular glimpse of
something like the nuclear homb, or rather of its possible
outcome. Verne's importance is that, while usually wrong or
implausible or simply horing in detail, his themes lore-
shadow a great deal of contemporary thinking, both inside
and outside science fiction.

As regards the mode itself, Verne developed the tradition
of the technological utopia, presenting in The Begum's For-
tune a rival pair of these, the one enlightened and paternal-
istic, the other totalitarian and warlike. This was published
in 1879, so it is no surprise to find that the nice utopia is
French and the nasty one German. There are also several
novels virtually initiating what has become a basic category
of science fiction, the satire that is also a warning, and it is
here that Verne is of some general interest. Thus in Bound
the Moon, after the projectile has fallen back into the sett—
at a speed of 115,200 miles an hour, incidentally, and with-
out hurting anyone inside—we find a company being
founded to “develop" the moon after a fashion that tuition
pates The Space Merchants, file sequel to Bound the Moon.
The Purchase of the forth Pole, involves not only the said
purchase on the part of the Baltimore Gun Club, the people
who set up the cannon to fire the moon-projectile, hut a
scheme Whereby a monstrous explosion shall alter the in-
clination of the Earth's axis and so bring the polar region
into Ilhe temperate zone. Since parts of the civilised world
would correspondingly be shifted into new polar regions,
the response of officialdom is unfavourable. However, the
explosion takes place, and only an error in the calculations
preserves the status quo. The notion of an advancing lech
nology increasing the destructive power of unscrupulous-
ness reappears on a smaller scale in The Floating Island.
where the huge artifact breaks up in mid-ocean as a result
of rivalry between two financial cligues. The hook closes
with a straightforward Vernean sermon on the dangers of
scientific progress considered as ail embodiment of human
arrogance. The heavy moral tone of this and many passages
in the other books is among the less fortunate of Acme's
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legacies to modern science fiction, and some of his other an-
ticipations, if they are property that, give no cause for con-
gratulation. In particular, his sexual interest is very thin:
Phileas Fogg, the hero of Around the llorld in Eighty Days,
does pick up an Indian princess in the course of his travels,
but we discover almost nothing about her, and Fogg treats
her with an inflexible courtesy which goes beyond mere Vie-
torianism and which any girl of spirit might find subtly un-
flattering. Even the villains rarely do so much as aspire to
lechery. It is in his political tone, which, however vague and
eccentric, is nearly always progressive, and even more in his
attitude to technology, fascinated hut sceptical and at times
tinged with pessimism, that Verne’'s heritage is most inter-
esting and valuable: his last hook, The Eternal hlam, is a
kind of proleplie elegy for the collapse of Western civilisa-
tion. These arc the considerations which go some way to
override his ineptitude and pomposity, his nineteenth-
century boys’-sti ry stuffiness, and make him, not only in a
science-fiction sense, recognisable modern.

H. G. Wells vmj tiik Scit:\ci. Am tv n kk

Whatever else he may or may not have been, Jules Verne is
certainly to be regarded as one of the two creators of mod-
ern science fiction; the oilier, inevitably enough, is Il. 0.
Wells. To treat Wells as such, rather than as the first impor-
tant practitioner in an existing mode, is no denigration.
Rather, it takes account of the fact that all his best and most
influential stories appeared between 1895 and 1907, before
science fiction had separated itself from the main stream of
literature, and so were written, published, reviewed, and
read as “romances” or even adv enture stories. The expected
comparison with Verne, made often enough at the time
(though repudiated by both), now shows not only a huge
disparity in literary merit but certain differences in the di-
rection of interest, A main preoccupation of Verne's, as 1
said, was technology itself, “actual possibilities,” as Wells
pul it. "of invention and discovery," and this holds true
equally when what were possibilities to Verne tire impossi-
bilities or grotesque improbabilities to us. The long scien-
tific lectures interpolated in his stories—“If | created a tem-
perature of 18° the hydrogen in the balloon will increase by
18 /180s, or 1,614 cubic feet” and so on—these lectures,
however tedious, are highly germane to what Verne was do-
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j:'ng. Wells, on the other
hand, is nearly always
eoneerned only to lire (ilia
few- phrases 01' pseudo-
scientific palter and bun-
die his eharaelers away to
the moon or the 803rd cen-
tury with despatch. Verne
himself saw this point all
light, and complained al-
ter reading (rather curso-
rily, it seems) The First
Men in the Moon:
Il. G. Hells

| make ose of physics, lie fabricates. | go to the moon in a

cannon-ball discharged from a gun. There is no fabrication

here, lie goes to Mars [sir) in an airship [sir), which he con-

structs of a metal that does away with the law of gray italion.

That's all \cry fine, hut shore me this metal. Let him pro
dace it.

It is often said that Wells's main interest was not in sci-
entific advance its such but in its effect on human life. Al-
though this is true of some of his works, as yve shall see in
a moment, it is patently not true of the ones which had the
most immediate effect on the growth ofscience fiction. In-
deed, in this respect the Verne of The Floating Island or The
Purchase of the North Pole seems distinctly more contem-
porary than the Wells of The Time Machine or The Invisible
Man. The real importance of these stories is that they liber-
ated the medium from dependence on extrapolation and in
so doing initiated some of its basic categories. The time ma-
chine itself, the Martians and their strange irresistible
weapons in The liar of the llorlds, the monsters in the first
half of The Food of the Gods, the other world coterminous
with ours in “The Plattner Story," the carnivorous plant in
“The Flowering of the Strange Orchid," all these have had
an innumerable progeny. What is noticeable about them is
that they are used to arouse wonder, terror', and excitement,
rather than for any allegorical or satirical end. When the
Time Traveller finds that mankind will have become sepa-
rated into two races, the gentle ineffectual Rloi and the sav-
age Morlocks, the idea that these are descended respee
lively from our own leisured classes and manual workers
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comes as a mere explanation, a solution to the puzzle; it is
not transformed, as it inevitably would he in a modern
writer, into a warning about some current trend in soeietv.
The Invisible Man is only very incidentally concerned with
the notion that a scientific discovery may he dangerously
two-edged; the novel is about the problems, firstly of being,
secondly ofcatching, an invisible man. “The Country of the
Blind,” which is science fiction of the physical-change vari-
ety, is about what it would he like for a sighted person in a
country of the blind: the proverb about the one-eyed man
being king there doubtless inspired the story, but its theme
is a coneretisation, not a daring imaginative statement, of
the untruthful aspect of that proverb. \ contemporary
writer, again, would have used the proposed blinding of the
hero as a climactic point for the enfilading of our intoler-
ance towards exceptional talents: Wells throws this away in
an aside, giv ing us the hero of an adventure story in danger,
not the representative of anything being threatened with
anything representative. I)r. Moreau’s beast-men are beast-
men. not symbolic puppets enacting a view of beasts and
men. or of men. The First Men in the Moon admittedly has
some satirical discussions of war and human irrationality,
together with one of several early anticipations of the
conditioning-during-sleep idea Huxley developed in Brave
\ew Uorld. but Wells's main drive here is simple delight in
invention, in working out an alien ecology, typical of what |
might call primitive science fiction.

Despite the fluent imaginativeness of the stories men-
tioned. the most forceful of Wells's romances is the strongly
Verne-like 1Sic liar in the Hrof 1907. This curious synthesis
of World Wats I. Il. and IlIl. with Germany attacking the
| nited States before both are overwhelmed by a Chinese-
lapanese coalition, is certainly concerned with [lie effect of
technology on mankind, since the one is made to reduce the
other lo barbarism, and being both satire and warning, it
has. in tile science-fiction context at any rate, an unmistak-
ably modern ring. The liar in the Hr, however, rates com
paralively little attention from the commentators, as do
Wells's utopian romances and their not-so-remote ancestor
of the early Fabian period. William Morris's \eivs From
\utrhcnc Men Like Gads, with its nudism, or In the Days of
the Gomel, where a strange gas so fills humanity with
loving-kindness that everyone gets started on companionate
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marriage, have none of the fire of the early Wells, and give a
sopoi'il'ie Whill of left-w ing crankiness, hut their virtual e\-
elusinn from the modern seienee-fielion t'anon is surprising.
This part of Wells's output anticipated, but evidently did not
influence, later developments. Even “A Story of the Days to
Come,” an early and lively piece, never gels a mention, and
yet it forecasts the modern siitirieal utopia with fantastic ex-
actness: advertising matter is everywhere bawled out of
loudspeakers, phonographs lane replaced hooks, mankind
is urbanized to the point where agriculturalists commute in
reverse, huge trusts reign supreme, an army of unemplov-
ables is maintained by a kind of international poorhouse
called the Labour Company, all children are brought up in
State creches, deviates get their antisocial traits removed b\
hy pnosis, dreams can be obtained to order, and as a last de-
tail, a prophecy so universal nowadays as to justify panic in
razor-blade circles, men don't shave any more, they use de-
pilatories. Quite likely Wells will soon get all, instead s?f part,
of the recognition as pioneer he clearly deserv es.



Ail Insider Remembers
the Pulp Era

Jack Williamson

Jark Williamson, author of The Humanoids and The
Legion t)f Space, made his mark in science fiction’s
pnlp era, which preceded World War Il and the
genre’s golden age. Here Williamson remembers the
early days of science fiction writing: its humble be-
ginnings among the voluminous generic pulps; the
advent of hnaziHg Stories in 1926, edited by Hugo
Gernsbaek, who invented the term science/idiom
and especially the contribution of John W. Campbell
Jr., who revolutionized science fiction as the editor
of Islounding Stories by requiring his authors to de-
velop well-written fiction with responsible science.
As an insider, Williamson describes in detail the en-
vironment of the age, the rise of the science fiction
pulp magazines, the value of writing in that “anti-
literary” medium, and his experiences with various
influential editors. Williamson reveals many of the
tools of the trade. Conventions of story' telling in that
era included a predominance of adventure, male he-
roes, and happy endings that often displayed an opti-
mistic view of science. Finally, Williamson notes the
shift within the genre to a cynical view of science
and its impact on humanity that occurred after the
war.

The mental excursion hack to 1950 is a trip into another cul-
ture. (topics of IIf* old Imazing Stories, llonder Stories, and
istounding Stories 0j’Super-Science still exist, the pulp paper
gone brown and brittle and the monster-haunted covers of-
ten detached, hid their world is gone forever.

Those were the (lavs of the “sense of wonder” Sam
Woskow it/, has celebrated. The world had not yet been satu-I

I'\ri ipled Inini Ihe >oars of Wonder." In Jack Williamson, in Inice*/or the bullin*
/ wifiv mi Mujur Srirmr I-'irlinn 1 filers. \nl. 1. edited In Thomas 1), (daresori (Bowl-
in;: ihern. ()!: Bowling (liven Slate | ni\crsit\ Popular Press, I()7(i). Reprinted with
pel'mission from tin* publisher.
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rated with science fiction in kiddie cartoons, in Star Trek re-
runs, and in comic books, Playboy; and paperbacks—even in
college classes. It still seemed dazzlingly new.

Before | discovered imazing Stories, late in 1926, | had
come across no science fiction except for the tales of Poe and
Hawthorne and a few such books as llulwer-lAiton's The
Coming Race. | recall very vividly my first encounters with
the enchantment of the bright.. . covers and the excitement
oftravel in space and time, of strange beings and powers and
inventions. By 1930 | was selling stories of my own, but the
exhilaration of exploring the future had not worn dull.

Of course there were times when writing for the maga-
zines—at least for me—was rather lonely and poorly paid.
For most people, it had nothing to do with reality. My parents
felt that my preoccupation with such fiction was not quite
healthy. The term sciencefiction—invented by Hugo Gerns-
back w hen he launched Science llander Stories—was only a
year old in 1930, and still bewildering to most outsiders. |
used to explain that 1was writing adventure stories with a
science background. . ..

In an odd way, our poverty was not only material but also
intellectual. Of course our capital was new ideas, and our in-
spiration came from science. But the magazines were pulps.
Not yet welcome in libraries, they were part of the popular
culture, scorned by the academic establishment. Our intel-
lectual ghetto was narrow' and very real.

Tiie R1 fnts of tiie Litter

Science fiction does have honorable literary origins, though
I'think our critical defenders sometimes try to trace them too
far back, Imazing Stories was certainly well enough born.
Originally areprint magazine, it carried the classic fiction of
Poe and Verne and Wells. But down in the ghetto that noble
birth was soon forgotten.

Outside the pulps, in the respectable world of books and
libraries and critical reviews, literary science fiction lived on
through those decades. Aldous Huxley was writing Reave
New florid and (fter Many a Summer. C. S. Lew is was be-
ginning his great allegoric trilogy with Out of the Silent
Planet. Stapledon was publishing Last and First Men. Kafka
was being discovered. With never aripple in the magazine's.

Science fiction had been submerged in the pulp tradition.
Since the pulps are gone, perhaps they need explaining.
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They were called pulps because they were printed on cheap
gray woodpulp paper. In the days before radio and TV, they
were a major medium of popular entertainment.

The pulp tradition had been growing sinee before the turn
of the century. Through the 1950's and lhe early 1940's the
newsstands were still stacked with pulp fietion magazines,
at prices from a dime to a quarter. A few, such as //'go.sv, of-
fered a variety, but most were' specialized. There were West-
ern pulps, detective pulps, sports pulps, love pulps, air-war
pulps, and any others that could find a public. The great
pulp houses, like Clayton. Street and Smith, and Standard
Magazines, were always putting out new titles, to keep the
presses lolling and keep the circulation totals up to the ad-
vertising guarantees; One overworked editor often had
single-handed charge of'several hooks.

When science fietion magazines were added to these
groups during the 1950's, they were commonly the runts of
the litter. . ..

Tiih: Pi 1p lw i.i r:\ct:

The Gernsback magazines, mixing classic reprints with
German and French translations and amateurish new sto-
ries, were not quite real pulps. The first actual impact of the
pulp tradition on the magazines came with Harry Bates, the
busy editor who added mlIstmmding Stories of Super Science
to the Clayton chain with the issue for January, 1950.

This pulp influence has been deplored, but it was not al-
together bad. Certainly it was unliterary, if not anti-literary.
It was scorned by the intellectual establishment. But. in the
long run. il was probably good for science fietion. The pulp
tradition is worth a closer look. It was part of the popular
culture. With its narrowness, its violence, its prudery, its
strong male heroes, its innocent good women and wildly
w icked had ones, and its themes of material success, | think
il reflects the Puritan heritage and the frontier experience.

The pulp story was written from the view point of a pure-
minded male who was successful in a conflict with power-
ful antagonists. Good and evil were clearly defined. Charac-
ters were simple, and action was paramount. The ending
was happy. Though incidental satire was sometimes permit-
ted, the whole tradition assumed a rational moral order in
the universe. The good guys won. Plot itself, of course, has
lhematic implications, livery story ending reflects an ethical
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judgment. Logical order in the story implies a reasonable
order in the world outside.

Though Huxley was using science fiction to challenge
these venerable beliefs, as Wells before him had done, the
pulp tradition still supported the convictions of the mass au-
dience in 1950. Evil was still definable and heatable, success
still possible and meaningful. Applied science still held
more promise than menace; the possible future still looked
more pleasant than the past. By the late 1940’'s, those cheer-
ful assumptions had begun to crumble, and the pulp em-
pires with them.

As part of the popular culture, the pulp tradition was al-
most anti-academic. Certainly the craft of pulp writing was
not taught or learned in college. My burning desire in those
days was to join Merritt and Burroughs and Max Brand
among the writers for Argosy, and | used to study the weekly
biographical page about “Men Who Make the Irgosy." What
the writers had in common, so far as | could discover, was a
rich experience of life and very little school.

I'm convinced, in fact, that the pulp tradition is more oral
than literary. When | came to study the folk epics and the
theories of oral transmission, it struck me that Max Brand’s
Westerns had a good deal in common with Homer. The lan-
guage was rhythmic, rich with figures of speech. The field of
action was vast, the characters above life size, tin' \allies
simple and sharply defined. It also brought form.

Except for some ofthe reprints, imazingimd Hornier had
been pretty formless. Gernsback emphasized science abo\e
fiction, and he printed stories stuffed with long educational
lectures. Bates demanded strongly plotted action stories
with a bare minimum of science.

Though not many stories from the Bates era arc remem-
bered, the sense of form is still alive. The old pulps were bet-
ter schools for writers than the universities, because they re-
quired the expression of character, setting, and theme in
well-motivated action. ...

Tiie Science Fiction Pulps

.Irgosy and Blue Book, another great adventure pulp, were
also still running occasional science fiction through the
1930’s and the 1940’'s, though their circulations and rates of
pay were falling. Weird foies still mixed science and fantasy.
Other science fiction magazines appeared and often quickly
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died. But the major markets, through those two decades,
were /mazing. Hander, and Istounding.

lived these had their crises: all three changed owners, ed-
itors. policies, mul titles, /mazing, by 1930, had already run
through its wealth of classic reprints and settled into some-
thing like Suspended animation. Hander, under any name,
was never very influential. Islounding soon overshadowed
both. When John Campbell became the editor in 1938, he
soon made it the creative center of modern science fiction.

Though Gernsback bought my first stories—and | felt duly
thankful—1 met him only briefly, lie was shrewd enough to
see the potential appeal of science fiction, when he launched
/mazing Stories in 1920 and Science Hander Stories three
years later, but my own experiences with him were not very
happy. Most of the actual editorial work on his magazines
was done by poorly paid subordinates who were cramped by
a narrow editorial policy and by his reluctance to pay for
published stories—even at rates of only a quarter to half a
eeul a word—except under threat of legal action. . ..

hi 1938. /mazing'was bought by the Ziff-Davis group and
moved to Chicago, will) Ray Palmer as editor. | tried a couple
of stories for them, hut Davis didn’t like them, and the trans-
formed magazine' never appealed to me. Though it pub-
lished some good action fiction by Edgar Rice Burroughs, for
evample. it was slanted in a rather cynical way at people not
enlightened enough to tell the difference between crude fic-
tion and actual fact.

llondftk after years of decline under Gernsback, was sold
in 193b In Standard Magazines, a pulp chain owned by Ned
Pines and edited by Leo Margulies. As Thrilling Homier Sto-
ries, ii became a livelier magazine and a more attractive
market, | rather liked writing for it. and its new companion,
Startling Stories. . ..

Stories for lhem had to fit a very narrow action pattern. . ..
Good or had. the writing simply didn't matter. What did mat-
ler was fast melodramatic action, a sort of novelty that did-
n't go beyond Hie limits of the formula, and a kind of super-
ficial cleverness. The essential thing was to file off every
rough spot that might make the reader stop reading.

When the Clayton chain went bankrupt, c/stounding was
taken over by Street and Smith, under another able pulp ed-
itor. 1.Orlin Tremaine. Though the rate of pay fell to a cent
a word, (lie intellectual content of the magazine soon went
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lip. What Tremaine added to the pulp formula was an inter-
est in ideas, lie wasn't critical ofthese, in any seientific way—
he serialized Charles Fort's Lo, which was a challenge to the
whole scientific orthodoxy, lie featured “thought-variant”
stories, for which almost any far-out idea would do.

In one “thought-variant” of my own, the sun is a living be-
ing and the planets are its eggs; in the course of the story, the
earth hatches. ...

Tiie yismmnm Age

The great age of Astounding began in 1938, when John
Campbell replaced Tremaine as editor., Campbell had
earned a degree in science from Duke University, after
flunking out of MIT. lie had begun his career by challenging
Doc Smith in the field of space opera. Later, writing as Don
A. Stuart, he had learned to put more character, meaning,
and style into his fiction. He brought a unique combination
of gifts to Astounding and the whole field, lie understood
science, and he had a vivid sense of its impact on the future,
lie understood story construction—he had learned the use
of form that came from the pulp tradition. He had a healthy
skepticism of all sorts oforthodoxy, along with perhaps a lit-
tle too much credulity for such notions as dianetics and
psionics and the Dean drive. Richest gift of all, he had a well
of invention that never ran dry. llis generosity in planting
new ideas was limitless.

Linder his editorial direction, tstounding dominated the
magazine field all through the 1940’s, with no real rivals un-
til Gallery and the Magazine of Fantasy and Science Fiction
appeared in 1950.

Campbell soon began gathering and inspiring tile group
of new or rejuvenated writers who made tstminding’s
Golden Age. One measure of his success is the contents page
of Adventures in lime and Space, the first of the great sci-
ence fiction anthologies, edited in 1946 bv Raymond .1 llealv
and J. Francis MeComas. Out of thirty five stories, all hut
three had first appeared in Astounding.

As a creative editor, he had no equal. | received his long
letters* saw him in his office hidden behind huge rolls of
pulp paper in the old Street and Smith building, had lunch
with hint, was invited to his home in New Jersey. llis ideas
flowed as steadily in his talk, and sometimes as dogmati-
cally, as in his editorials.
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When | was in a stale period, he suggested that | do what
he had done when he found anew name and a new style for
the Don Stuart stories. | had gone to him with the idea for a
series about the planetary engineers, who were to terraform
new worlds to fit them for human use. He suggested that
some of these new worlds might offer special problems be-
cause they were contraterrene—or what is now called anti-
matter. The result was a series of stories about “seetee”—for
contraterrene—by Will Stewart. When 1wrote a novelette
about robots which suffocate humanity with too much so-
licitude, he suggested a sequel in which men with folded
hands are forced to develop paranormal powers. The out-
come was my most successful novel. The Humanoids.

The quality of Campbell’s mind shows up clearly in Un-
knoivn. his great fantasy magazine, which was born in 1959
and killed during the war-time paper shortage. He borrowed
the classic fantasy formula, first stated Ithink by H. G. Wells,
which inquires just one new assumption per story, with
everything else as convincing as possible. In science fiction,
this assumption should he possible; in | nknoivn, it could be
draw n from magic or pure imagination. The sort of thinking
involved in which logic challenges reality was Campbell's
special delight.

[1iiiti) I'iii s vwi) Other Magazines

\nothcr pulp fantasy magazine | liked writing for was
larn-worth \\right's Ildld Talcs. As different as possible
from / nkimtrn. it offered a far richer variety with no trace
of Campbell's sometimes too-insistent formula. The stories
were sometimes polished, sometimes barely literate.
Though the magazine lacked sophistication, it had a tone of
its own— it reallv was, as it styled itself, “unique.” ...
Though its staple was the supernatural. Hard 'laics did
publish "weird-scientific” fiction. Kdmond Hamilton was the
most prolific producer of this, and | think the most popular
wriler for the magazine. \\ rigid never rejected any of his sto-
nes. file most outstanding, perhaps, were his tales ofthe In-
terstellar Patrol. Though they all had the same simple save-
:he universe plot. Jim aclion moved al a dizzy pace across a
vast galactic canvas. They deserve to he remembered as pio-
neer top—in lhe creation of the splendid myth of man’'scom-
ing liilnrc in space that has been picked up and elaborated by
more reeeiil wfilers as sophisticated as | rsula |k.| l.e Coin.
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There yyefe other milgtt/.iik's, of course. | sold occasional
stories lo Marvel Science Slavics, Future Ficliun. Super Sri
cure, and Comet. A whole crop ol' new lilies appeared in the
lale 1930’s, bill most of them died during the war. One worth
mentioning is Istaiiisliinp Slavics, edited In ITed I'ohl for
Popular i’'lihliealions. I'red was just out of high school; he
worked for nearly nothing and paid tatlf a cent a word for
stories. Twenty bi-monthly issues appeared between Febru-
ary 1940 and April 1943, selling for ten cents a copy. If the
magazine itself was not very distinguished, it was at least a
fine training ground for newcomers to the field. The first is-
sue includes letters and features by Robert Lowndes,
Richard Wilson, Donald A. Wollheim, and a story by Isaac
Asimov.

Planet Stories, a Fiction House pulp, was born in 1939
and enjoyed a longer life. Edited by Malcolm Reiss, it was
pitched in the beginning at about the same crowd who now
watch the TV kiddie cartoons on Saturday morning, hut
later stories by such people as Leigh Brackett and Ray
Bradbury had vitality and a memorable sense of exotic at-
mosphere. ...

W iiat Happened to tiie Years of Wonder?

If the 1930’s and the 1940’s really were the years of wonder,
we should ask what changed them. Most ob\iously. as
people keep suggesting, readers and writers grew up. Be-
yond that, a lot of things happened to shake the world out-
side our little ghetto. The great depression. World War Il.
The hydrogen bomb. Such things killed the pulp tradition.

In the war, 1was an Army Air Forces weather forecaster.
It was another science fiction fan, on a Pacific island, who
told me about Hiroshima. | was not delighted, hut at least we
knew what it meant. Outside science fiction, few people did.
When | settled back to writing after the war. | found that the
whole field had changed, as | had.

The suspended pulps were not revived; their junior read-
ers, | suppose, were turning lo the comics and a little later to
TV. For the older readers, there were a thousand new and
more elaborate ways of killing or filling time. \t the same
time, however, people who had seldom read the pulps began
taking science fiction a little more seriously, perhaps be-
cause rockets and atomic bombs and all sorts mf explosive
changes had come off the old gray pages into reality. The
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shadow of the future was suddenly too dark to he ignored.
The unbeatable epic heroes of 1930 science fiction were
maybe still around, in sword and sorcery fiction, but no
longer taken very seriously. Definitions of evil had blurred.
The old happy endings were lost in the mushroom clouds of
atomic Armageddon.

Outside science fiction, a great shift in the American
mind had begun. In the 1930’'s the scientist and the tech-
nologist had been the people’s hero. In school we learned
about Ben Franklin taming lightning, Robert Fulton build-
ing the steamboat, and the Wright Brothers inventing the
airplane. We venerated Louis Pasteur and Thomas Alva
Fdison, Alexander Graham Bell and Henry Ford, Luther
Burbank and Albert Finxlein. Suddenly, in the 1940’s, the
offspring of the Model T were choking us with fumes; the
billions of people saved by Pasteur and his heirs were
crowding us off the planet, the Wright Brothers’ aircraft
were dropping Fdnstein's bombs. Our heroes had betrayed
us. The sense of wonder at the power of science had become
a sense of terror.

I'think the people in science fiction were a little more sen-
sitive to all this a little earlier than anybody else. In fact, |
think science fiction has spread the gospel of terror, perhaps
most widely through the science horror films. The climax. |
think, has been the notorious New Wave—which |think car-
ries the panic somewhat too far.

If | may cite two stories of my own, | think they exemplify
w hat happened to the years of wonder. |fie Legion of Space
was written in 1932. within the canons ofthe pulp tradition.
| tried to make it epic. The field of action was light-years
wide. The heroes were the defenders of mankind, the vil-
lains were as had as | could make them. Science was used to
bring a happy ending. The Humanoids was w ritten for John
Campbell in 1947. Though it is an action story on the epic
scale, il has neither hero nor villain. The view point charac-
ter is more victim than victor. The busy little machines that
suffocate mankind with too much benevolence were de-
signed to end all war, to serve, obey, and save man from
himself. Progress leads to nightmare. Science, used even by
lhe best of men, produces appalling evil.



New Worlds and the
New Wave

Brian W. Aldiss with David Wingrove

Brian W. Aldiss is a prominent w riter associated

w ith scienee fiction's New Wave. The anllior of main
titles, including The Dark IAghl tears and lianfool in
the Head, Aldiss is the recipient of both the Hugo and
Nebula awards. Aldiss is also awarded for his literarv
scholarship in the field of science fiction; his Trillion
tear Spree, written with Dav id Wingrove, is a cele-
brated comprehensive overv iew of the genre. In this
excerpt Aldiss describes the importance of Britain's
Neiv llorlds magazine and the literarv movement it
spawned in the 1960s and 1970s, of w hich he was a
primary figure. Aldiss contends that the New Wave
movement in England, more than its \merican
counterpart, represented a revolution within the
genre. He credits Micfuiel Moorcock, who became
editor of Xeu' llorlds in 1964, for initiating and fo-
menting this revolution. Moorcock encouraged wtil
ers to experiment with form and controversial mate-
rial. While creating financial and political difficulties
for the magazine, the literarv innovation o| the \ew
llorlds writers greatly developed the genre.

In l.adbroke Grove, in the heart of London, home of the
Swinging Sixties, a British SE magazine w® reshaping the
materials and attitudes of the genre In producing work that
was both genuinely radical and, within the larger context of
the mainstream, literary.

New llorlds was founded In British fans. It made its first
appearance in 1946 and, for the first eighteen years and 1 it
issues of its life, was a small circulation, fairly traditional
British science fiction magazine, operating like an outpost of
the American pulp tradition. It published the early works of

K\t'(Tj)lt'tl from The Irillinn >mr S/nrc: The Hislury of Science l'iclin/i. In Uriaii \\.
\ldiss uilh Dmid \\ in~rtne. (lop\rij’lil < IHNfiln lirimi \\. \ldi*s. Itcprinlcd In
permission of lhe aullinr and his afi'‘cnl. Hohin Straus ‘ijiciitw. Inc.. New ‘'tnrk, \.V
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British authors such as Arthur C. Clarke (his “The Sentinel”,
basis for 2001, appeared there in no. 22 back in 1953); E. C.
“Ted” l'uhb (for many years the great producer of British SF
and in recent years prolific author ofthe yet-multiplving Du-
marcst series, with about 30 titles to date); James W hite;
John Rackham; Kenneth Bulmer; Philip E. High; Arthur Sell-
ings; John Brunner (who was selling SF to Astounding at the
age of seventeen); Brian Aldiss (a stalwart of Aw World's
pages since 1955); and .1 G. Ballard; as well as a number of
American writers.

Under E. .1 “Ted” Carnell's editorship, anything experi-
mental or new got in along with the hack work. But from is-
sue 142, May June 1964, all that changed. Carnell retired.
Michael Moorcock took over the editorship of the magazine.
Moorcock was twenty-four and the veteran of ten years'
magazine editing and, in what was tantamount to a mani-
festo. began to alter radically the contents and direction of
the magazine. The new god was not Edgar Rice but William
Burroughs, of whom Moorcock wrote:

And in a sense his work is the ST we've all been waiting for—

it is highly readable, combines satire with splendid imagery,

discusses the philosophy of science, has insight into human

experience, uses advanced and effective literary techniques,
and so on.

Moorcock (and Ballard) saw Burroughs' as the perfect
mirror of “our ad-saturated. Bomb-dominated, power-
corrupted times” and viewed him as the archetype for a new'
kind of unconventional SF which did not neglect the de-
mands of entorhiinment. In the later sixties many could
question Whetlief the demands of entertainment were con-
sidered by the magazine at its most excessive. Yet Moorcock
did not merely stick to his ideal ofa new form of science fic-
tion, one Hint wasn't simply a mimicry of Burroughs, but of-
fered ti variety of experimentation and themes; he also en-
couraged a good number of American as well as British
wfilers. Ile was to prove the most dedicated and generous of
editors.

In the mid-sixties, metamorphosis was necessary. En-
gland was swing'ng by then, with Beatlemania gripping the
eounlrv, hair lengthening, consumerism thriving, and mini-
skirts shortening; ;t new mood of hedonism was in the air.
I he British Empire had dissolved; the Romans were becom-
ing ltalians.
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Moorcock Initiates tiie N kit Wort1as Movi.mim

Moorcock’s New Worlds had few taboos—something (hat of-
ten got it into trouble with distributors. llencouraged rather
than rejected literary experimentation and steadily became
the focus for a re-evaluation of genre standards and a cru-
cible for new attitudes. The very first Moorcock issue con-
tained the beginning of a two-part Ballard serial and an
article by Ballard on William Burroughs.

In The Naked Lunch, Burroughs compares organized society

with that of its most extreme opposite, the in\ isihie society of

drug addicts. His implicit conclusion is that the two are not
very different, certainly at the points where they make the
closest contact—in prisons and psychiatric institutions . ..

It was to these extreme points that Ballard instinctively
journeyed, the poles of mental inaccessibility, where normal
and abnormal met on apotropaic neutral ground.

Moorcock’s energy and the imagery of Ballard and Aldiss
attracted a new audience to science fiction. It was, in fact, an
audience already around, grokking the more way-out strata
ofthe life oftheir time, but not at all tuned to the old pulp id-
iom, of which the Carnell magazines had been the tired in-
heritors.

The new New Worlds seized on an essential truth: that the
speculative body of work contained in the SP of the past had
been directed towards just such a future as the mid-sixties:
the Sunday colour mags, proliferating LPs, drugs, promiscu-
ity, cheap jet flights, colour TV, pop music that suddenly
spoke with a living mouth—and the constant threat that the
Middle East or Vietnam or South Africa or Somewhere
would suddenly blow up and end the whole fanlaslic cha-
rade forever and ever amen—this actually mis the Brave
New World, nor were we out of it!

By 1967, while Harlan Ellison was trumpeting about how
dangerous his anthology' was, Moorcock was busy publish-
ing Disch’'s Camp Concentration, Aldiss’s Report on Proha
hility A and Barefoot in the Head, Pamela Zoline’s“The licat
Death ofthe Universe” and parts of John Brunner’s Stand on
Zanzibar,notto mention the more extreme experimentation
of writers like Ballard, Michael Butterworth, Giles Gordon
and Barrington Bavley.

Around New Worlds and the flamboyant figure of Moor-
cock gathered a staff who often doubled as writers, among
them the redoubtable Charles Platt, Langdon Jones, Hilary
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Bailey. Mai Dean, M. John Harrison, Diane Lambert, and the
anthologist (and subsequently children’s writer) Douglas
Hill. Word got about. By 1967, however, matters were getting
slightly out of hand. Anarchy collided with its creditors.

\nr Worlds had been its financial trouble but had been
hailed out by a generous Arts Council grant, an appeal for
which had been supported by such eminent figures as Ed-
mund Crispin, Anthony Burgess, Boy Fuller, Kenneth Allsop,
Angus Wilson (for years a staunch friend of science fiction
and whose Old Men til the Zoo is peripherally SF), J. B.
Priestley, and Marghanita Laski.

The magazine was never far from trouble with official-
dom. however. When Moorcock published American writer
Norman Spinrad’s thumping novel about cryogenics, the
politics of power and the power of TV, Bug Jack Barron—
serialized throughout most of 1968—its four-letter words
and eleven letter activities like cunnilingus, led to Spinrad’s
being referred to as a “degenerate” in the House of Com-
mons—a notable if not singular honour—and to the maga-
zine being dropped by W. Il. Smith, the biggest distributor
and relail outlet in Britain. Paradoxically, all this happened
at lire same time that the Arts Council—government
funded—extended its grant for it further period.

Tin: I\\o\ virm: Wkitim; ok ,1 G. Ballard

\s important as the medium, however, were the writers with
the new message. Ballard— perhaps made slightly frenzied
by having been so firmly nailed to the masthead of Moor-
cock's pirate ship—rejected linear fiction and was writing
"condensed novels", impacted visions of a timeless, dimen-
sionless world, lacerated by anguish, desiccated by knowl-
edge, aiid Jlustraliyc of Wiiliam Burroughs’s dictum, "A psy-
chotic is a guv whbet's just discovered what’s going on.”

Icnin.r /none In these equations, the gestures and postures

ol the voting woman. Trabert explored the faulty dimensions

of llie spaee eapsule. the lost geometry and voln metric lime of
the dead astronauts.

(1)1 .aleral seelion through tile tell axillary fossa of Karen
Nov ol 1y. the elllou rai.sed in a gesture of pique: the traps It
erated pudenda dl Italpli Nader.

<) Vseries el paintings of imaginary sexual organs. As he
walked around the exhibition, conscious of Karen's hand
.0 ;it»es. his wrist. Trabert searched for some valid point of
pinelion. These obscene images, the headless creatures of a
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nightmare, grimaced id ldm like die ox|**scd corpses in lhe
Apollo ciipsulo, lhc viclims ofa lhousand auto-crashes.

(i) The Slolni Mirror (Max Krnst). In'die eroded cause
ways and porous rock lowers of this spinal landscape Trader!
saw die Mistered epithelium of the astronauts, the lime
invaded skin of Karen Novotny.

One “chapter” from “The Death Module”, powerfully con-
vey inf? some of the dislocation and unexpressed connections
of its time. It is principally a question of style, once more, hut
style complementing its austere and haunting subject
matter.

As a novelist, Ballard was less successful. The Ilindfrom
Nowhne has already been mentioned as a cosy catastrophe.
The purest draught is contained in The Drowned Ilurid
(1962), a picture ofa landscape glowing in flood and heat, in
which man is an amphibious thing, a native of disaster lured
towards some ultimate nemesis.

The Drowned florid sets the pattern for other Ballard nov-
els of the sixties, all of which are novels of catastrophe, and
in form—if form only—owing a good deal to John Wynd-
ham; which may be why Ballard has cutting things to say
about Wyndham. The Crystal llorld (1966) shows Ballard’s
style glittering darkly and reduplicating itself like the jewels
encasing his saturnine forests. But the central problem of
writing a novel without having the characters pursue any
purposeful course of action—even more acute in The
Drought (1965)—is not resolved. Ballard resolved it only in
his novels of the seventies, Crash! (1973) and Concrete Island
(1974) for instance, where obsession has usurped more nor-
mal plot criteria, or in his non SF novel of the eighties, em -
pire of the Sun (1984), w here the strength of autobiographi-
cal reminiscence powers the recasting of images familiar to
the reader from Ballard's science fiction.

Ballard’s short stories are sui generis [unique]. They hinge
upon inaction, their world is the world of loss and surrender,
their drama the drama ofa limbo beyond despair where ac-
tion is irrelevant. Rarly novels coin colourful doom-worlds;
the best short stories stick (as do the seventies novels) to re-
gions on the outskirts of London or Los Angeles only too
bleakly familiar. Ballard’'s singular gift has been to identify
this urban wilderness and give it a voice.

Some of Ballard's condensed novels were published to-
gether as The Atrocity Exhibition in F.ngland in 1970. Amer
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ican publishers took longer to bite and retitled the book ljrve
and \upalm: Export L'S.i (1972). Read together, the con-
densed novels become repetitive, and Ballard’'s habit of
pushing jargon as others push dope becomes distracting. So
is a repetitive use of what may almost be termed “Ballar-
dian” imagery, setting and characterization. Indeed, in the
last case The ttnuity Exhibition tends to illustrate the face-
lessness and colourlessness of a typical Ballard character.
Interchangeable and anonymous in name and identity, he
has no more significance than anything else in the obnubi-
lated landscape.

Taken singly, as was originally intended, the condensed
novels tire more impressive; but it is perhaps the stories of
Ballard's ‘Terminal Beach” period which will last the
longest. Mis ferocious intelligence, his wit, bis cantanker-
ousness, and. in particular, his single-minded rendering of
the perverse pleasures oftoday's paranoia, make Ballard one
of (he grand magicians of modern fiction. His is an uncer-
tain spell, and not to till tastes, but it spreads—as Moorcock
wvtis among the first to perceive— far beyond the stockades of
ordinary science ficlion. Ballard may have his weaknesses
but his strengths tire inimitable. ...

Moorcock vs v\/ witonuis Writer

If some of \eir llorlds's writing was deliberately difficult.
Moorcock's campaign converted a lot of fans and won new
readers. Another major writer working regularly within the
magazine's pages was Michael Moorcock himself.

Moorcock is a great, vital, generous figure, full of vigour
and creative juice. He is also an awesome producer, though
he over-produced throughout the late sixties and the first
lew years of the seventies. Much of that earliest work is
hastily written sword-and-sorcery adventure (Hawkmoon,
F.lIrie and the I'.ternal Champion), which has proved durable
in the popularity stakes, it was written in response to finan-
cial necessity—but of a kind different from the needs of most
SC writers of the period. Moorcock had a towering, passion-
ate disinterest in money for its ow n sake. He wanted money
only to keep Aciv llorhls going. Subscriptions and the Arts
Council grant covered production costs, but Moorcock was
often left wilh the problem of finding money to pay the con-
tributors. His solution was to conjure a fantasy out of a bot-
tle of whisky in three days flat.
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Saying so much doesn't explain enough. Moorcock's
sword-and-sorcery, for all its hasty construction, is not of the
usual stereotyped kind. Edgar Rice Burroughs may have
i)jeen an early hero of Moorcock's, but the young English
writer switehed Burroughs’s formulae. Burroughs's swag-
gering heroes became Moorcock's uncertain, tormented
vietims-as-heroes, like Elric with his vampiric broadsword.
Storm bringer. Blood and gore a-plenty flowed about F.Iric’s
saddle, but Moorcock's anti-heroes lived and breathed and
had more personal problems than Conan would ever base
dreamed of. As critic Colin Greenland has remarked. “Moor-
cock is the first sword-and-sorcery wfiler to build the psy-
chological function of reading fantasy into the work itself."

Moorcock did not confine himself to sword-and-sorcery.
Perhaps his best known work from the Xrw Worlds era
chronicled the adventures of sixties’ anti-hero .Jerry Cor-
nelius. The Cornelius books were loosely structured and
baroque, owing something to Bester's two fifties' novels as
well as to Burroughs (William, this time). Ballard and Wells.
In a sense it was the same contemporary world coldly
glimpsed in Ballard’s work, but a world in which warm pas-
tiche breathed, a world with far greater animation and per-
sonality. Cornelius himself was an attractive aidi hero, al-
most the hedonistic, amoral Everyman of his time. The
novels themselves, cluttered with images and objects—vi-
brators, Sikorsky helicopters. Mars bars among them—tire
deliberately less meaningful. Of course, this was a kind of
fictional in-joke amongst the writers of Xac Worlds: conse-
quently, a comic book quality often pervades much of lhe
writing.

Moorcock seems not to have taken his subject matter too
seriously; the Cornelius adventures were a dark comedy set
not just in space and time, but in all spaces and all times
(though essentially here and now . .. Portobello Road. Lon-
don, circa 1966)—in Moorcock's all-connecting "Multi-
verse”, that realm of infinite possibilities:

It was a world ruled these days by the gun, the guitar, and tin'
needle, sexier than sex, where the good right hand had be-
come the male’'s primary sexual organ, which was just as
well considering the world population hud been due to don
hie before the war 2000.

This wasn't the world Jerry had known, he lelt. but he
could otdy vaguely remember a different one. so similar to
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this that it was immaterial which was which. The dates
checked roughly, that was all he cared about, and the mood
was much the same. (The'Final Programme, Chapter 6)

Perhaps ultimately more lasting was a novella Moorcock

wrote for New Hbrlds 166 (September 1966) and subse-
quently revised for novel publication. Behold the Man won
that year’'s Nebula for Best Novella and is the strongest argu-
ment against the view that Moorcock failed to practise what

he so vehemently preached in the pulpit of New llorlds.

Here Comes the Revoeition

Ilhile Moorcock and the New Worlds writers were

launching the Sew Have in Britain, the multiple award-
winning science fiction author, Harlan Ellison, was simultane-
ously editing the definitive Sew Htwe anthology. Dangerous
Visions, in America. In this excerptfrom his introduction. Fill
son announces the arrival of the Sew Have revolution.

But e\len more heinous is the entrance on the scene of writers
who won't accept the old ways. The smartass kids who write
"all that literary stuff,” who take the accepted and hoary ideas
of the speculative arena and stand them right on their noses.
Them guys are blasphemers. God will send down lightning to
strike them in their spleens.

Yet speculative fiction (notice how | cleverly avoid using
the misnomer "science fiction"? getting the message, friends?
you've bought one of those s—e f—n anthologies and didn't
even know it! well, you've blown your bread, so you might as
well hang around and get educated) is the most fertile ground
for the growth of a writing talent without boundaries, with
horizons that seem never to get any closer. And all them
smartass punks keep emerging, driving the old guard out of
their jugs with frenzy. And lord! how the mighty have fallen;
for most of the "big names" in the field, who dominated the
Covers and top rates of the magazines for more years than
they deserved, can no longer cut it, they no longer produce.
Or they have moved on to other fields. Leaving it to the
newer, brighter ones, and the ones who were new and bright
once, and were passed by because they weren’t "big names.”

hut despite the new interest in speculative fiction by the
mainstream, despite the enlarged and variant sty les of the
new wliters, despite the enormity and expansion of topics
open to these writers, despite what is outwardly a booming.
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Behold the Man is The Time Machine ;is Wells would
never have dreamed it. Part of the novel concerns the child-
hood and adult experiences of a voting sixties male. Karl
Glogauer. In its psychological portrait of Gloauuer. Behold
the Man is a superbly written mainstream novel concerned
with how character is determined by event and vice versa. It
was definitely new in this respeet—in that it was concerned
more with inner space than outer, with the effects of drugs
on human life more than alien encounters, with psychology

healthy market .. .there is a constricting narrow ness of mind
on the part of many editors in the field. Because many of the
editors were once simply fans, and they retain that special-
ized prejudice for the s-foftheir youth. Writer after writcr is
finding his work precensored even before lie writes it. be-
cause he knows this editor won't allow discussions of politics
in his pages, and that one shies away from stories exploring
sex in the future, and this one down here in the baseboard
doesn't pay except in red beans and rice, so wby bother burn-
ing up all those gray cells on a daring concept when the ten-
ant in the baseboard will buy the old madman-in-lhe-lime-
machine shtick.

This is called a taboo. \nd there isn't an editor itt the field
who won’'t swear under threat of the water torture that he
hasn’t got them, that he even Sprays the office wilh insecticide
on the off-chance there's a taboo nesting in the files like a sit
verfish. They've said it at conventions, they've stud it in print,
hut there are over a dozen writers in this hook \l)itn?it<n>iis | i
x/ousj alone who will, upon slight nudging, relate stories of
horror and censorship that include every editor in the field,
even the one who lives in the baseboard.

Oh, there are challenges in the field, and truly conlrover-
sial, eye-opening pieces get published; hut there tire so many
more that go a-begging.

And no one has ever told the speculative writer. "Pull out
all the stops, no holds barred, get it said!" ! util this hook
came along.

Don’'t look now, hut you're on the firing line in the big rev-
olution.

Harlan Kllisim, " Trilrodur!mu: Thirtv-Tuo South."]'ft"." /tuuuuon,/; , \uw
fork: Signet. lit()7.
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and not technology. But it is a science fiction novel, and an
excellent vehicle for its ideas at that. For Karl Glogauer finds
himself travelling back in time—in an experimental ma-
chine—1to 28 ad. Back to the time of Jesus Christ, whom he
finally meets:

The figure was misshapen.

It had a pronounced hunched hack and it east in its left
eye. The lace wits \aeant and foolish. There was a little spit-
tle on the lips.

“Jesus?”

It giggled its its name was repeated. It took it crooked,
lurching step forward.

“lesus," it said. The word was shirred and thick. “Jesus.”

“That's all he can say," said the woman, “lie’s always been
like that."

“God’s judgement,” said Joseph. (Chapter 12)

Clogauer’s discovery that the “real” Christ is a congenital
idiot results in his hiking on the Christ role, recreating the
life of Christ lie remembers from his childhood scriptures—
resulting, of course, in the crucifixion. Though the novel it-
self is a serious enough inv estigation of all the implications
of this event and not a sensationalized account, the obvious
blasphemy ofthe theme was attuned to the New Worlds ex-
periment and did in reality w hat Ellison, in his introduction
to Dangerous | isions, claimed to be doing. It is important to
note also Moorcock’s editorial presentation of New Worlds
166, which also contained the controversial “The Atrocity
Exhibition” by Ballard:

So, though we anticipate a certain response to some of the
stories we pulvlish in this issue, we hope that they will be ac-
cepted on their merits, on their ow n terms, and not regarded
as “breakthrough stories” or "controv ersial” stories, or stories
wriflell to he sensational and to shock. They are seriously in-
tcnlioned and deal with subjects that the authors felt deeply
about. They are try ing to cope with the job of analysing and
iiiler])reling various aspects of human existence, and they
hope that in the process they succeed in entertaining you.

A wide gulf separates this from Ellison’s “Them guys are
blasphemous”. And yet, for all the mumblings and grum-
blings of the “Golden Age” writers, Ellison’s fake revolution
was accepted without too much fuss, while most ofwhat New
lloriels attempted was—at least in immediate terms—rejected
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out ol'hand. Put it all down to showbiz razzamatazz, perhaps,
but the emergent l'aet was clear—experiments with Style were
line, perhaps even fun. Experiments with a style that re-
flected content matter wa.s . . . well, it was different, unac-
ceptable to most of the traditional readership.

Other Writers Participate in the Movement

Ironically, Ellison, Delany and Zelazny wrote some of their
best material for publication in New llorlds. Bright new
American writers, sensing the importance of Moorcock's ex-
periment, actually upped and moved to London. But we'll
come to them in just a while.

Among the home-grown British talent were several
names which deserve all-too-brief mention. Michael Butter-
worth, a fiercely intelligent writer, challenged Arm llorhls's
readers to untangle his literary conundrums, while Barring-
ton Bay ley— perhaps the most underrated short story writer
in the genre—explored unconventional concepts with a re-
markable ingenuity. His 1973 story, “An Overload", w here
future political constructs (named Sinatra, Bogart, Beagan!)
control a multi-levelled city, is typical of his dark insights.
Poets George Macbheth and D. M. Thomas were also drawn
into the experiment. The latter extended the Acw llorlds
lessons in his own novels, with great commercial success.
The lihilc Hotel (1981) becoming an international best-
seller, while Macbeth's flamboyant novels seem to owe
something to Jerry Cornelius. Pamela Zoline, with her o.x-
ceptional “The Heat Death of the | inverse". l.amnion Jones
(“Eve of the Lens”), Giles Gordon and VI. John Harrison (to
vyhom we shall return when talking of the seventies), all
added to the flavour of Alew llorlds.

Before passing to those emigres who graced the maga-
zine's pages, brief mention must he made of David | Mas-
son, whose cluleli of stories in the mid-sixlies greatly en-
riched the Arte llorlds brew. He began spectacularly, in
issue 154 (September 1965) with the story “Traveller's Best",
where |l travels home from the war zone, the Frontier, and
returns a few seconds later after his replacement has been
killed. In the interim he has journeyed far south, away from
the Frontier and its time-acceleration. The further he goes,
the more slowly time passes, lie has time enough to marry
and have three children before he returns; time enough for
normality before returning to the madness. Liftlas a long
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dream lived between moments of impaeted madness. It
suited the New llorlds idiom perfectly.

Masson’s second venture was the powerfully evocative
"Mouth of Hell” in January 1966, where atmosphere and
idea are large enough to swallow anv reader whole. It was
science fiction of the most imaginative kind— metaphysical
statements that touched one personally. Masson wrote only
five more stories for Vew llorlds and w rote little fiction after
1967. 1lis work, collected as The Caltrops of Time (1968),
awaits rediscovery.

Two other writers. both Americans who moved to London
in lhe sixties to he closer to the crucible of New llorlds, de-
serve more than a passing mention: Tom Disch and John
Sladek.

Thomas \1. Uisch’s science fiction rarely, if ever, left
Earth. llis first two novels. The Genocides (1965) and The
Puppies of Terra (1966, also as Mankind i taler the I,cash)
dealt with alien invasions in a far from conventional man-
ner. People and their strange, alien ways mattered more to
IJisch than the aliens themselves. When Disch came to Lon-
don and started contributing to \ew llorlds in September
1966, he was still very much tin unknown commodity in
terms of the SL audience. In the space of five years he pro-
duced a series of short stories—"The Squirrel Cage”,
"Casablanca”."The Asian Shore” and "Angoiilcmo” foremost
among them—and two novels. Echo Hound his Hones (1967)
and Camp Concentration (serialized 1967. book form 1968)
which established him as one of the most intelligent and in-
novative of science fiction writers. With the intensity of a
lapsed catholic' he tailored science fiction's metaphoric rich-
ness to an investigation of the "human condition”. Never
more so, perhaps, than in Camp Concentration:

Enough Of heaven, enough of God! They neither exist. What

ice want to hear of now is hell and devils. Not Power, know |-

edge, and Love—hut Impotence, Ignorance, and Hate, the
three faces of Satan. Aou're surprised at my candour? You
think 1 lielray my hand? Not at all. All values melt impercep-
tibly into their opposites. Any good Hegelian knows that. AAar
is peace, ignorance is strength and freedom is slavery. Add to
that, that love is hate, as I-reud has so exhaustively demon-
strated. As for know ledge, it's the scandal of our age that phi-
losophy has been whittled away to a barebones epistemology,
and thence to an even barer agnoiology. Have | found a word
you don’t know , Louis? Agnoiology is the philosophy of igno-
rance. a philosophy for philosophers. (Book 2, Section 56)
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The diarist of (."amp Concentration is Louis Sacchclti. a
minor poet and conscientious objector to tire war in Aiet-
nant. Transferred from a more regular prison to the deep
caverns of Camp Archimedes, he is subjected to an experi-
ment in intelligence raising. The "drug" used in the experi-
ment. Palladine, is a definitive of syphilis: its effect is not
merely to raise intelligence to new and giddy heights (some
of which Diseh strains to present in its ow n terms—a xaliant
if incomprehensible attempt!) but eventually to kill its sub-
jects. Diseh acknowledges his sources—Thomas Mann's
study of syphilitic super intelligence. Doctor Faustus. un-
doubtedly lies behind the conception of Diseh's novel—but
shapes them to science fictional ends. It is a harrowing. dif-
ficult book, more an intellectual treat than a good read,
which in its last twenty pages proves as gripping as the most
garish traditional SF yarn, as rexelation follows revelation.

If Diseh was shaping science fiction's metaphors to his
own metafictional ends. John Sladek took the same bag of
tricks and, with an intelligent and darkly humorous eve.
turned the genre on its head. Although America and its con-
temporary inanities were often the butt of Sladek's humour,
the science fiction story itself was just as likely to be sub-
jected to Sladek's mischiev ous attentions. Parody and logical
conundrum, blended with intelligent insight into the real
problems behind SF's thoughtlessly-utilized themes—
particularly that of artificial inteligence—marked Sladek's
work from the first. ...

[Sladek's novel] The MiiUer-Fokkcr Tiffed (1970). tells the
story of Bob Shairp. who is reduced to computer dtda and
stored on tape in a newly-discovered process. Like much of
Sladek's work, it is a deeply satirical book, homing in on the
I S Army, evangelism, newspapers and the like for its tar-
gets. with an overall sense of fun reminiscent of the work of
hurt Aonnegut. Philip h, Dick and Sheekley. In recent years
Sladek's stories of Roderick, a young, almost human ma-
chine have, in their thoughtful and funny way. provided an
answer to the previous mechanistic views of robots.

Tiik Impact of \tiN worias vnd tiif.\ kw AMAK

In many way s \rir llorltlsnnd its wliters brought a cold six-
ties sophistication to the ideative content of the genre, to-
gether with some mere trendiness and a concern for a means
of expression rather than simple stylistic showmanship.
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Delany and Zelazny gave you the icing but no cake; the New
Ifhiids writers to a large degree provided both. In the States
any writer with a freaky style became an honourable mem-
ber ofthe New Wave—as Judith Merril publicized it— but the
mistake was in assuming that style was all and meaning
nothing. At the heart of New llorlds's New Wave— never mind
the froth at the edges—was a hard and unpalatable core of
message, an attitude to life, a scepticism about the benefits of
society or any future society. Merril demonstrated this in an
early issue of Extrapolation.

Alarmed bv the new hoo-ha (and it was, perhaps, pretty
tiring unless you were young, high and living in Ladbroke
Grove), Isaac Asimov said, “I hope that when the New Wave
has deposited its froth and receded, the vast and solid shore
of sciencefiction will appear once more.”

What the New Wave deposited was much needed alluvial
soil on that overtilled strip of shore. For the New Wave was
but one of many tides and came much nearer to the source
and impetus of creative writing than pulp formulae could.
Its heroes did not swagger around in magnetized boots.
They were generally anti-heroes, their destination more of-
ten bed than Mars.

To argue too strongly for either in such a controversy is a
mistake. Failures and fatalities are thick on either hand, and
good writers few. The new movement ce'rtainly widened
both the scope of SF and its audience. For some years, at
least, the image of SF was changed. It has become fashion-
able to write SF and even to read it.

The great mormiain chains of old SF magazines, in which
one may wander lost for a lifetime, may, in the perspectives
of lime, be seen as no more than a brief tectonic shrug of
Shoulders in the vaster plate movements of SF.

One ‘should, nevertheless, recall the point that George
Mell> marie about tile Beatles in Revolt into Style, that “they
destroyed Pop with their intelligence”. The New Wave did the
same lo IF; intelligence and irreverence did it. Ballard's was
not the sole perception of the world, nor Moorcock’s the only
approach lo authorship, and it would be a myopic critical
\'iew point u Inch saw only the onset of the new and not the
eoiilmoanee of the old.

Shore and waves are inseparably linked in one function.



A Cyberpunk Manifesto

Bruce Sterling

Bruce Sterling is one of the seminal writers of sci-
ence fiction’s cyberpunk subgenre. He is the author
ofa number of science fiction novels and short sto-
ries, including Islands in the Net, The Artificial hid,
and the collection Globalhead. lie is also an occa-
sional collaborator and coauthor with William Gib-
son, whose Neuromancer Sterling cites as “the quill’
tessential cyberpunk novel.” In this selection Sterling
defines the cyberpunk movement, which has its ori-
gins firmly within the 1980s, and clearly influences
much of the science fiction produced at present.
Sterling traces cyberpunk to its inception, acknowl-
edging the influence of the New Wave writers and
other science fiction visionaries, and identifying the
subgenre's roots in pop culture and the technologi-
cal revolution. Sterling states that the writers of the
cyberpunk movement share an intense vision and
address common themes, including concerns about
human nature, identity, physical and mental inva-
sion, and artificial intelligence.

Cyberpunk is a product of the Eighties milieu—in some
sense, as | hope to show later, a definitive product. But its
roots are deeply sunk in the sixty-year tradition of modern
popular SF.

The cyberpunks as a group are steeped in the lore and
tradition of the SF field. Their precursors are legion. Indi-
vidual cyberpunk writers differ in their literary debts: but
some older writers, ancestral cyberpunks perhaps, show a
clear and striking influence.

From the NewrWave: the streetwise edginess of Harlan El-
lison. The visionary shimmer of Samuel Delany. The free-
wheeling zaniness of Norman Spinrad and the rock esthetic
of Michael Moorcock; the intellectual daring of Brian Aldiss:

and, always, .1 G. Ballard.
K\eerpled I'mm the [ireliice, In Bruce Sterling. Mirrorshades: I'ftc Cyberpunk Inthid

<& edited by Bruce Sterling (New York: Arbor Mouse, 198(>). Copyright < |OH( [®
Bruce Sterling. Beprinted In permission ol‘'Writers Mouse 1J,C, as agent for the author.
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From the harder tradition: the cosmic outlook of Olaf Sta-
pledon; the seience/politics of Il. G. Wells; the steely ex-
trapolation of Larry Niven, Pool Anderson, and Robert
lleinlein.

And the cyberpunks treasure a special fondness for SF’s
native visionaries: the bubbling inventiveness of Philip Jose
Farmer; the brio of John \alley, the reality games of Philip K.
Dick; the soaring, skipping beatnik tech of Alfred Bester. With
a special admiration for a writer whose integration of tech-
nology and literature stands unsurpassed: Thomas Pynchon.

Throughout the Sixties and Seventies, the impact of SF's
last designated “movement,” the New Wave, brought a new
concern for literary craftsmanship to SF. Many of the cyber-
punks write a quite accomplished and graceful prose; they
are in love vvilh style, and are (some say) fashion-conscious
to a fault. Rut. like the punks o f'77, they prize their garage-
hand esthetic. They love to grapple with the raw core of SF:
its ideas. Phis links them strongly to the classic SF tradition.
Some critics opine that cyberpunk is disentangling SF from
mainstream influence, much as punk stripped rock and ridl
ofthe symphonic elegances of Seventies “progressive rock.”
(And others—hard-line SF traditionalists with a firm dis-
trust of “artiness"— loudly disagree.)

Tin: Cvbkhinh \k G Inlratiox, Livks i\ vS™iimi:-
Ficnowi. Worid

Like punk music, cyberpunk is in some sense a return to
roots. The cyberpunks are perhaps the first SF generation to
grow up not only within the literary tradition of science fic-
tion Ind in a truly science-fictional world. For them, the
techniques of classical “hard SF"—extrapolation, technolog-
ical literacy—are not just literary tools hut an aid to daily
life. They are a means of understanding, and highly valued.

In pop culture, practice comes first; theory follows limp-
ing in its tracks. Before the era oflabels, cyberpunk was sim-
ply "the Movement”—a loose generational nexus of ambi-
tious young writers, who swapped letters, manuscripts,
ideas, glowing praise, and blistering criticism. These writ-
ers—Gibson, Rucker, Shiner, Shirley, Sterling—found a
friendly unity in their common outlook, common themes,
even in certain oddly common symbols, which seemed to
crop up in their work with a life of their ow n. Mirrorshades,
tor instance.
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Mirrored sunglasses have been a Movement totem since
the early days of '82. The reasons lor this are not hard to
grasp. By hiding the eyes, mirrorshades prevent the forces of
normalcy from realizing .that one is crazed and possibly
dangerous. They tire the symbol of the sun-staring vision-
ary, the biker, the rocker, the policeman, and similar out-
laws. Mirrorshades—preferably in chronic and matte black,
the Movement's totem colors—appeared in story after story,
as a kind of literary badge.

These proto-cyberpunks were briefly dubbed the Mirror-
shades Group. ... But other young writers, of ecliial talent
and ambition, were soon producing work that linked them
unmistakably to the new SK They were independent explor-
ers, whose work reflected something inherent in tile decade,
in the spirit of the times. Something loose in the 1980s.

Thus, <"cyberpunk —a label none of them chose. But the
term now seems a fait accompli, and there is a certain jus-
tice in it. The term captures something crucial to the work of
these writers, something crucial to the decade as a whole: a
new kind of integration. The overlapping ofworlds that were
formerly separate: the realm of high tech, and the modem
pop underground.

This integration has become our decade’s crucial source
of cultural energy. The work of the cyberpunks is paralleled
throughout Eighties pop culture: in rock \ ideo; in the hacker
underground; in the jarring street lech of hip-hop and
scratch music; in the synthesizer rock of London and Tokyo.
This phenomenon, this dynamic, has a global range; cyber-
punk is its literary incarnation.

In another era this combination might have seemed far
fetched and artificial. Traditionally there has been a yawn-
ing cultural gulf between the sciences and the humanities: a
gulf between literary culture, the formal world of art and
polities, and the culture of science, the world of engineering
and industry.

But the gap is crumbling in unexpected fashion. Teelmi
eal culture has gotten out of hand. The advances of the sci-
ences are so deeply radical, so disturbing, upsetting, and
revolutionary, that they can no longer he contained. They
tire surging into culture at large; they are invasive; they tire
everywhere. The traditional power structure, the traditional
institutions, have lost control of the pace of change.
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The Technological Revolution

And suddenly a new alliance is becoming evident.: an inte-
gration of technology and the Eighties counterculture. An
unholy alliance of the technical world and the world of or-
ganized dissent—the underground world of pop culture, vi-
sionary fluidity, and street-level anarchy.

The counterculture of the 1960s was rural, romanticized,
anti-science, anti-tech. But there was always a lurking con-
tradiction id its heart, symbolized In the electric guitar. Rock
technology was the thin edge of the wedge. As the years have
passed, rock tech has grown ever more accomplished, ex-
panding into high-tech recording, satellite video, and com-
putet’ graphics. Slowly it is turning; rebel pop culture inside
old. until the artists at pop’s cutting edge are now, quite often,
cutting-edge technicians in the bargain. They are special ef-
fects wizards, mixmasters, tape-effects techs, graphics hack-
ers, emerging through new media to dazzle' society with
head-trip extravaganzas like I'\ cinema and the global Live
Aid benefit. The contradiction has become tin integration.

And now that technology has reached a fever pitch, its in-
fluence' has slippeel control and reached street level. As
Alvin Tofflcr pointed out in The Third Hare—a hihie' to
many cyberpunks—the technical re-volution reshaping our
society is based not in hierarchy hut in decentralization, not
in rigidity hut in fluidity.

The hacke'r and the- rocke't' are [the Eighties] pop-culture
idols, and cyberpunk is very much a pop phenomenem:
spemtaneous. energetic, close to its roots. Cy berpunk comes
from the realm vvheTe the computer hacker and the rocker
overlap, a cultural Petri dish where writhing gene lines
splice. Some find the results bizarre, even monstrous: for
others this integration is a powerful source of hope.

Science fiction—at least according to its official dogma—
has always been about the impact of technology. But times
have changed since the comfortable era of Hugo Gernsbaek.
when Science was safely enshrined—and confined—in an
ivory lower. The careless teehnophilia of those days belongs
to a vanished, sluggish era, when authority still had a com-
fortable margin of control.

for the cyherpunks, by stark contrast, technology is vis-
ceral. Il is not the bottled genie of remote Big Science
boffins: it is pervasive, utterly intimate. Not outside Its, hut
next to us. Lnder our skin: often, inside our minds.
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Technology itself has changed. Not lor ns the giant steam-
snorting wonders of the past: the Hoover Dam, the Empire
Stiite Building, the unclear power plant. Eighties loci:) sticks
to the skin, responds to the touch: the personal computer,
the Sony Walkman, the portable telephone, the soft contact
lens.

Central Themes in Cyberpi nk Fiction

Certain central themes spring up repeatedly in cyberpunk.
The theme of body invasion: prosthetic limbs, implanted cir-
cuitry, cosmetic surgery, genetic alteration. The even more
powerful theme of mind invasion: brain-computer inter-
faces, artificial intelligence, neurochemistry—techniques
radically redefining the nature of humanity, the nature of
the self.

As Norman Spinrad pointed out in his essay on cyber-
punk, many drugs, like rock and roll, are definitiyc high-
tech products. No counterculture Earth Mother gave us ly-
sergic acid—it came from a Sandoz lab, and when it escaped
it ran through society like wildfire. It is not for nothing that
Timothy Leary proclaimed personal computers "the LSD of
the 1980s”—these are both technologies of frighteningly
radical potential. And, as such, they are constant points of
reference for cyberpunk.

The cyberpunks, being hybrids themseh es, are fascinated
by interzones: the areas where, in the yvords *>f William Gib-
son, “the street finds its own uses for filings.” Roiling, irre-
pressible street graffiti from that classic industrial artifact,
the spray can. The subversive potential of the home printer
and the photocopier. Scratch music, whose ghetto innova-
tors turn the phonograph itself into an instrument, produc-
ing an archety pal Eighties music where funk meets the Bur-
roughs cut-up method. “It's all in the mix"—this is true of
much Eighties art and is as applicable to cyberpunk its it is
to punk mix-and-matcb retro fashion and mnltilrack digital
recording.

The Eighties [were] an era of reassessment, of integration,
of hybridized influences, of old notions shaken loose and
reinterpreted with a new sophistication, it broader perspec-
tive. The cy berpunks aim for a yyide-ranging, global point of
view.

Wi illiam Gibson’s Xeuromunccr, surely the quintessential
cyberpunk novel, is set in Tokyo, Istanbul, Paris. Lewis
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Shiner's Froniera features seenes in Russia and Mexico—as
well as the surface of Mars. John Shirley’s Eclipse describes
Western Europe in turmoil. Greg Bear’s Blood Music is
global, even cosmic iti scope.

The tools of global integration—the satellite media net,
the multinational corporation—fascinate the cyberpunks
and figure constantly in their work. Cyberpunk has little pa-
tience with borders. Tokyo’s /loyal,ami's SF Magazine was
the first publication ever to produce an “all-cyberpunk” is-
sue, in November 1986. Britain’s innovative SF magazine In-
Icrzone has also been a hotbed of cyberpunk activity, pub-
lishing Shirley, Gibson, and Sterling as well as a series of
groundbreaking editorials, interviews, and manifestos.
Global awareness is more than an article* of faith with cy-
berpunks; it is a deliberate pursuit.

CVBKRPIINK'S INTKNSIi VISION

Cyberpunk work is marked by its visionary intensity. Its
writers prize the bizarre, the surreal, the formerly unthink-
able. They are willing—eager, e\en—to take an idea and uu
Iinehinglv push it past the limits. Like .1 G. Ballard—an
idolized role model to many cyberpunks—they often use an
unblinking, almost clinical objectivity. It is a coldly objective
analy sis, a technigque borrowed from science, then put to lit-
erary use for classically punk shock value.

With this intensity of vision comes strong imaginative
concentration. Cyberpunk is widely known for its telling use
of detail, its carefully constructed intricacy, its willingness to
carry extrapolation into the fabric of daily life. It favors
“crammed” prose: rapid, dizzying bursts of novel informa-
tion, sensory overload that submerges the reader in the lit-
erary equivalent of the hard-rock "wall of sound.”

Cyberpunk is a natural extension of elements already
present in science fiction, elements sometimes buried but
always seething with potential. Cyberpunk has risen from
within the SF genre; it is not an invasion but a modern re-
form. Because of this, its effect within the genre has been
rapid and powerful.
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Negative Utopias and
Orwell’s Dark Vision

Erich Fromm

Erich Fromm (1900-1980) was an important psycho-
analyst who emphasized the effect of social condi-
tioning on behavior. In his afterword to George Or-
well's novel, 1984—a work that contends with the
notion of mass social conditioning, Fromm examines
the negative utopian vision. Although 1984 warns
against the threat of war and weapons of mass de-
struction, its most dire prophecy is of a society in
which individuals are dehumanized through social
conditioning to slavishly and unquestioningly serve a
totalitarian state. Fromm explores Orwell's themes
with attention to the Cold War perspective from

w hich the novel was written, noting how technology
and industrial production are beginning to sene the
political aims ofthe emerging superpowers. As their
power grow s, these nations gain more control over
their citizens and soon are able to manufacture truths
to legitimize their own existence and the righteous-
ness of their political philosophy. For Fromm, Or-
well's novel is a dark prediction of a future in w hich
these power structures continue unchecked.

George Orwell’'s 1984 is the expression of a mood, and it is a
warning. The mood it expresses is that of near despair about
the future of man, and the warning is that unless the course
of history changes, men all over the world will lose their
most human qualities, will become soulless automatons,
and will not even be aware of it.

The mood of hopelessness about the future of man is in
marked contrast to one of the most fundamental features of
Western thought: the faith in human progress and In man’s

Im iT|)U*d IVitm ihe afterword, by Krich Fromm, to HitINew American Libran ofWorld
Litorallire's edition of George Orwell's /‘AA Gop\rigid < 1.9b1In New \merican Li-
brary of World Literature. Reprinted In permission of Liepman Wi. Zurich. Switzer-
land. its afient for tin* authors literary estate.
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capacity to create a world of justice and peace. This hope has
its roots both in Greek and in Roman thinking, as well as in
the Messianic concept of the Old Testament prophets. The
Old Testament philosophy of history assumes that man
grows and unfolds in history and eventually becomes what
he potentially is. it assumes that he develops his powers of
reason and love fully, and thus is enabled to grasp the world,
being one with his fellow man and nature, at the same time
preserving his individuality and his integrity. Universal
peace and justice are the goals of man, and the prophets have
faith that in spite of all errors and sins, eventually this “end
of days” will arrive, symbolized by the figure of the Messiah.
The prophetic concept was a historical one, a state of perfec-
tion to be realized by man within historical time. Christianity
transformed this concept into a transhistorical, purely spiritual
one, yet it did not give up the idea of the connection between
moral norms and politics. The Christian thinkers of the late
Middle Ages emphasized that although the “Kingdom of God”
was not within historical time, the social order must corre-
spond to and realize the spiritual principles of Christianity. The
Christian sects before and after the Reformation emphasized
these demands in more urgent, more active and revolutionary
ways. Wiilli the breakup of the medieval world, man’s sense of
strength, and his hope, not only for individual but for social
perfection, assumed new strength and took new ways.

Tiie Biktii of the Utopia Story

One of the most important ones is a new form of writing
which developed since the Renaissance, the first expression
of which was Thomas More’s Utopia (literally: “Now here”),
a name which was then generically applied to all other sim-
ilar works. Thomas More’s Utopia combined a most pene-
trating criticism of his own society, its irrationality and its
injustice, with the picture of a society which, though per-
haps not perfect, had solved most of the human problems
which sounded insoluble to his own contemporaries. What
characterizes Thomas More’s Utopia, and all the others, is
that they do not speak in general terms of principles, but
give an imaginative picture of the concrete details of a soci-
ety which corresponds to the deepest longings of man. In
contrast to prophetic thought, these perfect societies arc not
at “the end of the days” but exist already—though in a geo-
graphic distance rather than in the distance of time.
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Thomas More’s IStopia was followed by two others, the
Italian friar Campanella’s City of the Sun, and the German
humanist Andreae's Christianopolis, the latter being the
most modern of the three. There are differences in view-
point and in originality in this trilogy of utopias, yet the dif-
ferences are minor in comparison with what they have in
common. Utopias were written from then on for several
hundred years, until the beginning of the twentieth century.
The latest and most influential ulopia was Fdward Bellamy’s
Looking Backward, published in 1888. ...

This hope for man’s individual and social perfectibility,
which in philosophical and anthropological terms was
clearly expressed in the writings of the Fnlightenment
philosophers of the eighteenth century and of the socialist
thinkers of the nineteenth, remained unchanged until after
the First World War. This war, in which millions died for the
territorial ambitions of the Ruropean powers, although un-
der the illusion of fighting for peace and democracy, was the
beginning of that development which tended in a relatively
short time to destiny a two-thousand-year-old Western tra-
dition of hope and to transform it into a mood of despair. The
moral callousness of the First World War wits only the be-
ginning. Other events followed: the betrayal of the socialist
hopes by Stalin’s reactionary state capitalism; the severe
economic crisis at the end of the tw enties; the victory of bar-
barism in one oflhe oldest centers of culture in the world—
Germany'} the insanity of Stalinist terror during the thirties;
the Second World War. in which all the fighting nations lost
some oflhe moral considerations which had still existed in
the First World War; the unlimited destruction of civilian
populations, started by Hitler and continued by the even
more complete destruction oT cities such as Hamburg and
Dresden and Tokyo, and eventually by the use of atomic
bombs against Japan. Since then the human race lias been
confronted with art even greater danger—that of the de-
struction of our civilization, if not of all mankind, by ther-
monuclear weapons as they exist today and as they are be-
ing developed in increasingly frightful proportions. ... It is
precisely the significance of Orwell's book that it expresses
tin' new mood of hopelessness which pervades our age be-
fore this mood has become manifest and taken hold of the
consciousness of people.
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INkcativk Utopias

Orwell is not alone in this endeavor. rf\vo oilier wrilet's. the
Russian Zamyatin in his hook lie, and Aldous Huxley in his
Brave Yen' llarid, have expressed the mood ol' the present,
and awarnin" for the future, in ways very similar to Orwell's.
This new' trilogy of what may he ealled the “negative utopias”
ofthe middle of the twentieth century is the counterpoint to
the trilogy of the positive utopias mentioned before, written
in the sixteenth and seventeenth eenturies. The negative
utopias express the mood of powerlessness and hopelessness
of modern man just as the early utopias expressed the mood
of self-confidenee and hope of post-medieval man. There
eould he nothing more paradoxieal in historieal terms than
this ehange: man, at the beginning of the industrial age,
when in reality he did not possess the means for a world in
which the table was set for all who wanted to eat, when he
lived in a world in which there were economic reasons for
slavery, war and exploitation, in which man only sensed the
possibilities of his new science and of its application to tech-
nique and to production— nevertheless man tit the beginning
of modern development was full of hope. Four hundred years
later, when all these hopes are realizable, when man can
produce enough for everybody, when war has become un-
necessary because technical progress can give any country
more wealth than can territorial conquest, when this globe is
in the process of becoming as unified as a continent was four
hundred years ago, at the very moment when man is on the
verge of realizing his hope, he begins to lose it. It is the es-
sential point of all the three negativ e utopias not only to de-
scribe the future toward which we are moving, but also to ex-
plain the historical paradox.

The three negative utopias differ from each other in detail
and emphasis. Zamyatin's lie, written in the twenties, has
more features in common with 1984 than with Huxley’s
Brave New IVot'ld. lie and 1984 both depict the completely
bureaucratized society, iu which man is a number and loses
all sense of individuality. This is brought about by a mixture
of unlimited terror (in Zamyatin's hook a brain operation is
added eventually which changes man even physically) com-
bined with ideological and psychological manipulation. In
Huxley’'s work the main tool for turning man into an au-
tomaton is the application of hypnoid mass suggestion.
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which allows dispensing with terror. One ean say that
Zamyatin's and Orwell's examples resemble more the Stal-
inist and Nazi dictatorships, while Huxley's Brace ,Yew
llarid is a pietnre of the development of the Western indus-
trial world, provided it continues to follow the present trend
without fundamental change.

In spile ol this difference there is one basic question com-
mon to the three negative utopias, file question is a philo-
sophical, anthropological and psychological one, and per-
haps also a religious one. It is: ean human nature he
changed in such a way that mart will target his longing for
freedom, for dignity, for integrity, for love—that is to say, ean
man forget that lie is human? Or does human nature have a
dynamism which will react to the violation of these basic
human needs by attempting to change an inhuman society
into a human one? It must be noted that the three authors do
not lake the simple position of psychological relativism
which is common to so many social scientists today; they do
not start Out v ilh the assumption that there is no such thing
as human nature; that there is no such thing as qualities es-
sential to man: and that man is horn as nothing hut a blank
shed of paper on which any given society writes its text.
They do assume that man litis an intense striving for love,
for justice, for truth, for solidarity, and in this respecl they
are quite different from the relativists. In fact, they affirm
the strength and intensity of these human strivings by the
description of the very means they present as being neces-
sary to destroy them. In Zamyatin's lie a brain operation
similar to lohotomy is necessary to get rid of the human de-
mands of human nature. In Huxley's Brave \eic llorld arti-
ficial biological selection and drugs are necessary, and in
Orwell's NV it is the completely unlimited use of torture
and brainwashing. None ofthe three authors ean he accused
of the thought that the destruction of the humanity within
man is easy. Yet all three arrive at the same conclusion: that
it is possible, with means and techniques which arc com-
mon know ledge today.

Okwij.l Comments on Wwvr vnd Nuclear Arms

In spite of many similarities to Zamyatin's hook, Orwell's
/ITV/ makes its own original contribution to the question.
How can human nature be changed? | want to speak now
about some of the more specifically "Orwellian" concepts.
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The contribution of Orwell which is mosl immediately
relevant... is the connection he makes between the dictato-
rial society of 1984 and atomic war. Atomic wins had first
appeared as carlv as the forties; a large-scale atomic war
broke old about ten years later, and some hundreds of
bombs were dropped on industrial centers in European Rus-
sia, Western Europe, and North America, After this war, the
governments of all countries became convinced that the
continuation of the war would mean the end of organized
society, and lienee of their own power. For these reasons no
more bombs were dropped, mid the three existing big power
blocs “merely continued to produce atomic bombs and
stored them up against the decisive opportunity which they
all believe will come sooner or later.” It remains the aim of
the ruling party to discover how “to kill several hundred mil-
lion people in a few seconds without giving warning before-
hand.” Orwell wrote 1984 before the discovery of thermonu-
clear weapons, and it is only a historical footnote to say that
in the fifties the very aim which was just mentioned had al-
ready been reached. The atomic bomb which was dropped
on the Japanese cities seems small and ineffective when
compared with the mass slaughter which can be achieved
by thermonuclear weapons with tin' capacity lo wipe mil 90
per cent or 100 per cent of a country's population within
minutes.

The importance of Orwell's concept of war lies in a num-
ber of very keen observ ations.

First of till, he shows the economic significance of contin-
uous arms production, without which the economic system
cannot function. Furthermore, he gives an impressive pic-
ture of how a society must develop which is constantly
preparing for war, constantly afraid of being attacked, and
preparing to find the means of complete annihilation of its
opponents. Orwell’'s picture is so pertinent because it offers
a telling argument against the popular idea that we can save
freedom and democracy by continuing the arms race and
finding a “stable” deterrent. This soothing picture ignores
the fiict that with increasing technical “progress” . . . the
whole society will lie forced to live underground, but that
the destructive strength of thermonuclear bombs will al-
ways remain greater than the depth of the caves, that the
military will become dominant (in fact, if not in law), that
fright and hatred of a possible aggressor will destroy the ba-
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sic attitudes of a democratic, humanistic society. In other
Words, the continued arms race, even if it would not lead to
the outbreak of a thermonuclear war, would lead to the de-
struction of any of those qualities of our society which can
he called "democratic." "free,” or “in the American tradi-
tion." Orwell demonstrates the illusion of the assumption
that democracy can continue to exist in a world preparing
for nuclear war, and he does so imaginatively and bril-
liantly.

Dot m.r.Tiii\h \m>tiik fVjfiiti: of T ruth

Another important aspeel is Orwell's description of the na-
ture of truth, which on the surface is a picture of Stalin’s
treatment Of'truth, especially in the thirties. But anyone who
secs in Orwell's description only another denunciation of
Stalinism is missing an essential element of Orwell's analy-
sis. He is actually talking about a development which is tak-
ing place in the Western industrial countries also. . .. The
basic question which Orwell raises is whether there is any
such thing as "truth." “Reality." so the ruling party holds, “is
not external. Reality exists in the human mind and nowhere
else ...w hatever the Party holds to be truth istruth." If this
is so, then by controlling men's minds the Party controls
truth. In a dramatic conversation between the protagonist of
the Parly and the beaten rebel, a conversation which is a
worthy analogy to Dostoyevsky's conversation between the
Inquisitor and Jesus, the basic principles ofthe Party are ex-
plained. In contrast to the Inquisitor, however, the leaders of
the Party do not even pretend that their system is intended to
make' man happier, because men, being frail and cowardly
creature's, waul to escape freedom and are unable to face the
truth. The leaders arc aware of the fact that they themselves
have only one aim, and that is power. To them “power is not
a means; it is an end. And power means the capacity to in-
flict unlimited pain and suffering to another human being.”
Power, then, for them creates reality, it creates truth. The po-
silion wliich Orwell attributes here to the power elite can be
said to he an extreme form of philosophical idealism, but it
is more to the point to recognize that the concept of truth
and reality which exists in 1984 is an extreme form of prag-
matism in which truth becomes subordinated to the Party.
\n American writer, Alan Harrington, who in Life in the
Crystal Palace gives a subtle and penetrating picture of life
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in a big American corporation, has coined an excellent ex-
pression lor the contemporary concept of truth: “mobile
truth.” If I work for a big corporation which claims that its
product is teller than that of all competitors, the question
whether this claim is justified or not in terms of ascertain-
able reality becomes irrelevant. What matters is that as long
as | serve this particular corporation, this claim becomes
“my” truth, and 1decline to examine whether it is an objec-
tively valid truth. In fact, if | change my job and move over
to the corporation which was until now “my” competitor, |
shall accept the new truth, that its product is the best, and
subjectively speaking, this new truth will be as true as the
old one. It is one of the most characteristic and destructive
developments of our own society that man, becoming more
and more of an instrument, transforms reality more and
more into something relative to his own interests and func-
tions. Truth is proven hy the consensus of millions; to the
slogan “how can millions be wrong” is added “and how can
a minority of one he right.” Orwell shows quite clearly that
in a system in which the concept of truth as an objective
judgment concerning reality is abolished, anyone who is a
minority of one must be convinced that he is insane.

In describing the kind of thinking which is dominant in
19,54, Orwell has coined a word which has already become
part ofthe modern vocabulary: “doublethink.” “Doublethink
means the power of holding two contradictory beliefs in
one's mind simultaneously, and accepting both of them. ...
This process has to be conscious, or it would not be carried
out with sufficient precision. But it also has to be uncon-
scious, or it would bring with it a feeling of falsity and hence
of guilt.” ...

Another important point in Orwell’'s discussion is closely
related to “doublethink,” namely that in a successful manip-
ulation ofthe mind the person is no longer saying the oppo-
site of what he thinks, but he thinks the opposite of what is
true. Thus, for instance, if he has surrendered his indepen-
dence and his integrity completely, if he experiences himself
as a thing which belongs either to the state, the party or the
corporation, then two plus two are five, or “Slavery is Free-
dom,” and he feels free because there is no longer any
awareness ofthe discrepancy between truth and falsehood.
Specifically this applies to ideologies. Just as the Inquisitors
who tortured their prisoners believed that they acted in the
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name of Christian love, the Party “rejects and vilifies every
principle for which the socialist movement originally stood,
and it chooses to do this in the name of socialism.” Its con-
tent is reversed into its opposite, and yet people believe that
the ideology means what it says. In this respect Orwell quite
obviously refers to the falsification of socialism by Russian
communism, but it must he added that the West is also guilty
ofa similar falsification. We present our society as being one
of free initiative, indiv idualism and idealism, when in real-
ity these are mostly words. We are a centralized managerial
industrial society, of an essentially bureaucratic nature, and
motivated by a materialism which is only slightly mitigated
by truly spiritual or religious concerns. Related to this is an-
other example of “doublethink,” namely that few writers,
discussing atomic strategy, stumble over the fact that killing,
from a Christian standpoint, is as evil or more evil than be-
ing killed. The reader will find many other features of our
present Western society in Orwell's description in 19X4, pro-
vided he can overcome enough of his own "doublethink.”

O rwklI’s D vkk Vision

Certainly Orwell's picture is exceedingly depressing, espe-
cially if one recognizes that as Orwell himself points out, it
is not only a picture of an enemy hut of the whole human
race at the end ofthe twentieth century. One Can react to this
picture in two ways: either by becoming more hopeless and
resigned, or by feeling there is still time, and by responding
with greater clarity and greater courage. \11lthree negative
utopias make it appear that it is possible to dehumanize man
completely, and yet for life to go on. One might doubt the
correctness of this assumption, and think that while it might
be possible to destroy the human core of man, one would
also in doing this destroy the future of mankind. Such men
would he so truly inhuman and lacking in vitality that they
would destroy each other, or die out of sheer boredom and
anxiety. If the world of 19X4 is going to he the dominant form
of life on this globe, it will mean a world of madmen, and
hence not a viable world (Orwell indicates this very subtly
by pointing to the mad gleam in the Party leader's eyes). | am
sure that neither Orwell nor Huxley or Zamyatin wanted to
insist that this world of insanity is bound to come. On the
contrary, it was quite obviously their intention to sound a
warning by showing where we are headed for unless we
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succeed in a renaissance of llie spirit of humanism and dig-
nity which is al the very roots ol'Occidental culture. Orwell,
as well its the two other authors, is simply .Implying that the
new form of managerial industrialism, in which man builds
machines which act like men and develops men who act
like machines, is conducive to an era ordehumani/.alion and
complete alienation, in which men are transformed into
things and become appendices to the process of production
and consumption. All three authors imply that this danger
exists not only in communism of the Russian or Chinese
versions, but that it is a danger inherent in the modern mode
of production and organization, and relatively independent
of the various ideologies. Orwell, like the authors of the
other negativ e utopias, is not a prophet of disaster. He wants
to warn and to awaken us. He still hopes—hut in contrast to
the writers of the utopias in the earlier phases of Western so-
ciety, his hope is a desperate one. The hope can be realized
only by recognizing, so !4<$4 teaches us, the danger with
which all men are confronted today, the danger of a society
of automatons who will have lost every trace of Individual-
ity, of love, of critical thought, and yet who will not he aware
of It because of “doublethink." Books like Orwell's are povv-
erful Warnings, and it Would be most unfortunate if the
reader smugly interpreted /'AV/ as another description of
Stalinist barbarism, and if he does not see that it means us,
too.



The Paradoxes
of Time Travel

Paul A. Carter

Paul A. Carter, who has taught as professor of his-
tory at the University of Arizona, discusses the time
machine as a science fiction device through which
writers explore traditional philosophical issues of
the individual’'s relationship to destiny, lie credits

II, G. Wells with introducing the mechanism into the
genre. Carter explains that lime lIravel stories often
oppose free will with determinism, and many char-
acters struggle against their own destiny. Time travel
raises unresolved and entertaining paradoxes in its
attempt to determine the mutability of the future, or
the past.

It was not until 1895, with the appearance of The Time Ma-
chine, by Il. G. Wells, that the idea [of time travel} really
caught fire.

This was Wells's first book (other than a hack biology
textbook written simply to put bread on the table), and it
brought the young, struggling writer his first real fame. It
was a hook for its times; w hat, it asked, would become of the
stagnant, class-divided society' of late Victorian Kngland if
allowed to evolve along existing lines into the indefinite fu-
ture'.’ lint the story far transcended its topicality. The Time
Machine, like Mary Shelley’s hTankenstein. is one of the great
parables of Western industrial man. Those who have seen
only George Pal's film version, with its made-in Hollywood
happy ending, have entirely missed what Wells was driving
id in this poem of cosmic doom. It is the final emphatic de-
nial of Darwinian evolutionary optimism: its real hero is not
so much the Time Traveller as the Second Law of Thermo-
dynamics. It is also a formal rebuttal to the Christian epic, as
the world ends not with choirs of angels and a new

1, \iri pled li*diii (he Creation of Tomorrow: Fifty )cups of Magazine Science Fiction. In
I'.Tiii \. Carter (New York: Columbia | niversilv Press, 11)77). Cop\right e 1977 In Paul
V (dirlrr. Itepriuteri In permission ol'lhe publisher \ ia tin* Copyright Clearance Center.1
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Jerusalem descending but with scuttling crabs on a lideless
beach and the quiet falling of 11 snow.

Wells’s | nfluence

Since The lime Machine there have been hundreds, perhaps
thousands, of stories written on its central theme. A writer
for the science fiction pulps could confidently assume bis
readers' familiarity with Wells's classic; not only with its
specific time-traveling gadget, which was imitated many
times over, but—more important—with its mood and point
of view. W tlls's fin-de-siecle pessimism surely influenced
John Campbell’'s “Twilight,” for example. It also touched
Howard Phillips Lovecraft, who seized upon the radical
shock of mental displacement that travel to far-off time
might entail; a terror at least as keen as the kind evoked by
the yawning graveyards, sag-roofed farmhouse's, and musty
genealogy, which were that writer's usual stock in trade. In
his “Commonplace Book” of notes for stories to be written,
Lovecraft jotted down one truly hair-raising idea: "In an an-
cient buried city a man finds a mouldering prehistoric doc-
ument in English in his own handwriting." That sentence'
grew into one of Loverraft's longest and most effecti\e tales.
“The Shadow Out of Time,” published in Istounding Stories
(17, June 1936).

If the event in that story really happened, says its narrator,
“then man must be prepared to accept notice of the cosmos,
and of his own place in the seething vortex of time, whose
merest mention is paralyzing.” Wrenched back into time by
an ancient prehuman civilization that practices time travel
as a novel method for doing scholarly research. Lovecraft's
hero finds himself among other, similarly kidnapped time
travelers from all eons, past and future. ...

“To Lovecraft,” anthologist Donald Wollheim perceptively
wrote (in The Portable Novels ofScience. 1915), "the millions
of years gone by and the millions of years to conic arc
sources of dread, because of his knowledge of the cold cru-
elty of nature.” Mingled with the dread, however, is that
other powerful impulse so often expressed in science fiction:
the Faustian urge to know all. As Lovecraft's character con-
verses with all these highly knowledgeable people and
Things, his sense of estrangement and horror mutates in-
sensibly into fascination.



120 Science Fiction

Tin: Individual Struggle Against Destiny

“Shocking secrets and dizzying marvels” were a common-
place in the science fiction of the mid-1950s, when Love-
craft's exercise in cosmic terror appeared in tslounding.
But the focus of science fiction by that time was changing.
The question “What's it like out there?” was being
rephrased as “What difference does it make to me here?”
Ralph Milne Farley, in “The Time-Wise Guy” { tmazing ISto-
ries: 14, May 1940), scut a time traveler 200 million years
into the future, to a landscape straight out of Wells: “The
time-machine stood on a rocky spit of land, jolting out into
a listless sea............ \ hollow soundlcssncss hung over the
world. . .. Dark, indistinct clouds gathered, ruddy on one
side like the smoke of a train wlum the fireman opens the
door to shovel in coal." But the traveler, a callow Joe College
type named George Worthev, couldn't care less. Lacking
even a tourist's curiosity, lie docs not wish so much as “to
set foot on this barren land of things to lie.”

The time machine's inventor. Professor Tyrrell—“Old
Tillie” to his students—has warned George not to return
from the future at the exact moment when lie left. But our
hero had had plaits for the evening of his departure day,
plans interrupted by his impromptu journey to the end of
time. If he obeys the professor's warning, G,eorge is going to
miss out on a fraternity dance! Therefore, disregarding “Old
Tillie's" advice, lie returns to the present at the very second
of his departure.

\l that point the story breaks off. What happened next?
The editors of lonizing Stories offered readers a cash prize
for the best answer. So conventional had time travel become
in science fiction that several contestants came up with the
same conclusion as the author's own: George, coming back
to the laboratory at the instant he left it, finds himself once
again psoing/bnro/r/in time, lie is caught in an eternally re
curring loop, and lie will travel to and from that rocky spit of
land at the end of time, forever and ever, world without end.
The cosmic vision of The Time Machine has become comic
anticlimax; the universe after all has outsmarted the wise
guy. to pulp stories like this one. the vast historical and as-
tronomical panorama of Wells and Lovecraft has receded
into the wings. Time travel has become localized as an indi-
vidual struggle against destiny.
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“1f it wore possible to discover the hour of dentil, could that
death be deliberately circumvented?” Two short stories ask-
ing that ultimate question appeared in the pulps in dtp late
summer of 1959, “Life-Line” by Robert A. Ileinlein ( A
lounding: 23, August), and “The Fate Changer,” by Richard
0. Lewis, which carried the story blurb just quoted ( tmaz-
ing Stories: 13, September). Ofthis pair, lleinlein’s is the bet-
ter known; it was his first published story, and its tone of
quiet rationality sharply contrasted with the furnace-draft
pulp style generally prevailing in 1939. Socially aware as in
all his early work, lleinlein assumed that an invention
which could accurately predict an individual's lifespan
would be opposed (logically enough) by the insurance com-
panies, which would have a vested interest in their cus-
tomers’ not learning that kind of intimate specific informa-
tion. The profit motive figures in Lewis's tale also, but it is
embodied in a much more crass form.

“The Kate Changer” begins: “Samuel .1 Curbul, broker, let
the smoke from his expensive cigar roll upward from his thick
lips to drift lazily about his heavy features and to veil his close-
set, piggish eyes." Samuel .1 Curbul, broker, was of a type not
at all unusual in magazine science fiction in that post-Crash,
anti-business era. Walter llirsch, in an essay called "r’he Im
age of the Scientist in Science-Fiction” ( hnerican Journal of
Sociology: 65, March 1958) based on random sampling of the
science fiction pulps published between 1920 and 1950, found
that capitalists by and large figured in the stories as disrep
utable characters: "Scientists comprised the major category of
both heroes and villains, hut businessmen were, proportion-
ately, more villainous than scientists.” Rut the scientist in “The
Fate Changer,” given the allegorically apt name of Factsworth,
appears neither as hero nor as villain, but as victim. A last-
talking operator named Jamison, armed wilb a power of at-
torney, has mortgaged Factsworth’s laboratory to buy worth-
less stocks from broker Curbul. Pressed for margin when the
securities collapse, the speculator finds no sympathy in the
dealer: “I can't foretell the future of stocks,” Curbul curtly in-
forms him. Desperate for Cash, Jamison reveals the secret that
Factsworth knows how to foretell the future. The broker pays
him off, goes to see the scientist, and asks Factsworth what he,
Curbul, will be doing for the rest of the present week.
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“Knowing; your world line will in no way aid you as a
businessman," Kaetsworth warns him, “for you cannot step
aside from it or .change it in any possible way.”

Samuel .1 Curbul's answer is in the best tradition of free
American enterprise: “I'll take my own chances on changing
my world line. | have a strong will.” ...

YVe have seen here a fresh variation on one of the most
compelling myths of Western man, the myth of the Bad Bar-
gain: Faust sells his soul to the devilin exchange for various
good tilings of this world, but the devil cheats. In this case,
Faust plicated himself. From either a Marxist or a Calvinist
point of viewv it is a fitting destiny. Jonathan Edwards him-
self might have relished such a retribution, in which aman'’s
damnation is totally predestined and yet at the same time
morally appropriate. Of course, a typical American execu-
tive's In pertension might have done Ctirbul in anyway. The
story ends: “The awful pounding ceased abruptly. The news-
paper slipped to the floor from nerveless fingers.”

If space time is:icontinuum, then we have no real control
overour future, for what will lie is all of one piece with what
was. “Choice.” explains Norman Spinrad in “Weed of Time”
I/nte.r: I. August 1975), “is an illusion caused by the fact
that future time loci are hidden from those who advance se-
guentially along the lime stream one moment after another
in blissful ignorance." The age-old philosophical question of
determinism versus free will is thus resolved emphatically
in favor of determinism. Nor does physical travel in time, as
distinguished from mere scanning and prediction, necessar-
ily mean escape from this predetermined fate. Traveling
hack and forth along the time-dimension, in “The Time
Cheaters” by Eando Binder (Thrilling llouder Stories: 15,
March 1) Ill), the time travelers learn that the impact of their
visits has already been allowed for. If they try to change the
course ol events, for example by stopping the time machine
in a different year from the one the records indicate, they
will only confirm destiny’'s decree; the time machine’s cali-
bration will have been just sufficiently inaccurate that,
willy Hilly, they will land in the correct year anyway. At the
end of Ibis slorv In Binder, the hero accepts the situation
philosophically : “Time,” he admitted, “is immutable.”

In the <nurse of their journey, Binder’'s time travelers
from the year 1940 have learned of the collapse of Japan’s
oreupalion of China in 1942 and of a stalemate along the
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Maginot and Siegfried lines in 1944, followed, on May I(j,
1945, by the ultimate in esealation: an invasion from Mars.
War shadowed many of the time-travel stories published in
the early 1940s, as it touched so much other science fiction.
“Forever Is Not So Long,” by F. Anton Reeds, for example ( fs-
tounding: 29, May 1942), begins at a summer garden parly
in England in 1931, when “the lights of Europe still burned.”
Young couples are dancing, while along the sidelines sit the
gray-tinged members of England’s “lost generation,” spiri-
tual casualties of a previous war. While the party goes on,
the hero leaves his fiancee for a briefvisit to her father’s lab-
oratory a short distance away. There he becomes the subject
of the first experiment in time.

Going forward ten years, to 1941, he finds that the manor
house behind which he had lately danced has been bombed
to rubble. Captured by a Home Guardsman as an intruder,
he is told: “You look remarkably like a chap | soldiered with
in Flanders. Died the last night of Dunkirk ... a brilliant fel-
low. Scientist of promise, | believe, before the war.” That sol-
dier'swidow survives, but is said to have been crippled in an
air raid not long before.

Armed with this kind of knowledge, what does one do?
Accept one’s destiny, the author answered. The time traveler
escapes from custody, goes back to 1931, returns to the
dance, and tells his betrothed that from now on he will have
time only for her. Quite unknowing of the future, she replies
that they will be “the happiest people in the world ... for-
ever.” The story closes on a bittersweet echo from the Jazz
Age: “Two trumpets were taking a hot chorus, unmuted,
their notes high and sharp and quivering. ‘Forever,’ he said.”

Free Will vs. Determinism

“Acommon opinion prevails that the juice has ages ago been
pressed out of the free-will controversy, and thal no new
champion can do more than warm up stale arguments
which every one has heard.” So said William James, as he
lectured the divinity students at Harvard in 1884 on “The
Dilemma of Determinism,” ten years before H. G. Wells
wrote The Time Machine. “This is a radical mistake. | know
of no subject less worn out, or in which inventive genius litis
tt better chance of breaking open new ground.” Purists may
balk at attributing inventive genius to writers for the pulp
magazines of the 1940s: however, their contribution to the
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free-will controversy In wav of (fine-travel stories certainly
broke open new ground.

We live in "a world in which we constantly have to make
... judgments of regret," James argued. The dilemma is that
if whatever will he will he, such judgments are irrational—
yet, humanly, we cannot help making them. “Determinism,
in denying that anything else can he in its stead, \ irtually de-
fines the universe as a place in which what ought to he is
impossible,” James concluded. In an historical period more
given to ethical and cultural relativism than the era of
W illiam James, the question was hound to arise: ought to he,
from whose poiid of vlew? My own, or society 's? The present
generation’s, or that of the yet unborn?

Alfred Hester, one of the brilliant cluster of science fic-
tionists who began to write in 1959, explored these and
other questions in a story that deserves to he better known,
“The Push ofa Finger” ( tsimindinp;: 29. May 1942). Its hero
is no formal phi'osopher; he is that stock pulp adventure fig-
ure. the cynical/sentimental newspaperman. 1lis heat is the
Prog—short for Prognostication—Building, in which a bu-
reaucratic government dedicated to Stability predicts the fu-
ture by computer. "Prophecy is far from being a mystical
function,” Chief Stabilizer Croaking explains. “It is a very
logical science," just a matter of integrating enough accurate
data. Its sy ntheses do not add up to absolute determinism,
however: the Stabilizers, having read their daily printouts,
may refrain from following the predicted course of action if
they consider it detrimental. ...

The only flaw in this carefully stahliz.ed utopia is that the
massed computers—eight floors of them—in the Prog Build-
ing hav e just predicted the end of the universe. That event is
yet a thousand years away, but from a Chief Stabilizer's
view point a thousand years (to paraphrase the Psalmist) are
hut as a watch in the night. Furthermore this particular
downfall is man-made, and can therefore—perhaps—he
man-prevented. The Prognosticator's viewing screen show s
a jerry-built spaceship swarming with outlaw technicians
and Workmen, about to perform in secret a most illegal ex-
periment. Their intention is to release unlimited energy for
the bellerment of man. What they accomplish instead is
Doomsday. The star their spaceship is circling simply blots
oul; then the spaceship; then more stars, and more stars,
and more stars, ..
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What can the Stabilizers do about it? Unfortunately, their
equipment has not the power to isolate out the causal factor
from the mass of raw data. Instead, at the reporter's sugges-
tion, they work backward in time from the catastrophe three
hundred years closer to their own time, to the debates that
result in the outlawing of that particular kind of hazardous
scientific research. Briefly, the hero glimpses a lovely young
woman ofthat remote future; a glimpse, as it turns out. that
is to seal his destiny.

The scanners now for the first time learn of a mysterious
equation, i = (b/a) ki elft, and of its brilliant, controversial
author, a scientist named FitzJohn. More backtracking, and
the monitor picks up FitzJohn himself, delivering a lecture
on his “Tension Energy Dynamics Equations” to a raucous,
hostile audience in a great amphitheater at the north end of
Central Park (not built yet, Chief Stabilizer Creating re-
marks; they have plans to erect it about three decades
hence). Egged on by other professors hostile to Eitz.lolm’s
theories, a host of undergraduates cavort in hilarious carni-
val, chanting anti l'itz.lolm slogans and parodying his equa-
tions.

The story's point of view has insensibly shifted. Kitz.lohn
in this scene is not the dangerous crackpot who must be
stopped before he wrecks the universe; he is a heroic figure,
who stands his ground against the mob and converts their
jeers into applause. Silence ensues, and he begins his lec-
ture as if nothing lurs happened. "No scientist is a lone ad-
venturer, striking out into new fields In himself.” I'itz.lolm
modestly points out. “The way is always led by those who
precede us, and we who seem to discover all, actually do no
more than add our hit to an accumulated knowledge.” Even
the equation basic to his theory is not his own; fifty years
prior to this day, some ten years before his own hiiih, “in
Central Park, on the very site of this amphitheater, my
father, suddenly struck with an idea, mentioned an equa-
tion to my mother.” That equation was none Other than the
fatal i — (b/a) k i clft—and fifty years prior to the day of
KitzJohn's lecture brings the prognosticators to ibis evening,
of the day the action in the story takes place!

It is winter, and they have only about two hours till dark.
No time to computer-scan all the possible ancestors of
FitzJohn, who in any ease may have blotted out bis past and
changed his name. A cordon of police swarms around Cen-
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tral Park, to intercept any strolling couple who might un-
knowingly fall into the fateful conversation. Then down into
the park whirrs acopter-load of newspaper reporters. One of
them, a rookie just hired by her paper, is it girl ... and she
reminds the hero irresistibly of the woman he has glimpsed
six hundred years into the future. In surprise, and in comic
anticlimax, he exclaims. “I'll be a pie-eyed emu!”—which,
suitably garbled into family folklore and inaccurately re-
membered by a loving son, might well become identified
some day with the disastrous i = (b/a) ¢ i <7//.

The circle is complete; the Prognosticators’ frantic secu-
rity precautions have brought on the very encounter they
sought to forestall. Boy has met Girl, and the first step has
been taken that will probably lead, at the next millennium's
end, to the blotting out of the stars. . ..

Here is a philosophic and moral paradox that might baf-
fle both Jonathan Edwards and W illiam James—or Kant,
whose “categorical imperative” (the doctrine that one ought
always to act as if one’s own conduct were to become uni-
versal law) does not even begin to fill this hill. Throughout
the story there has been an implication that the persistence,
courage, and imagination—however wrong-headed—
of Kitz.iohn and his adherents have the moral edge over the
paternalism, self-righteousness, and stagnation—however
prudent and logical—of the Prognosticators. Ultimately, on
this time-track, the existence of the whole World seems to
depend on suppressing the liberty of one lone individual.
From that individual’'s own point of view, to assert that there
is human free will and that the future really can be changed
is to renounce freedom ofchoice for oneself personally'! con-
versely, to deny free will, and do what one must although
the heavens fall, is existentially to affirm it. ...

LII\RESOLVED PARADOXES

Some writers left their paradoxes tantalizingly unresolved.
There is, for example, P. Schuyler Miller's haunting tale, “As
Never Was” (Astounding: 52, January 1944). A knife, made
of a translucent blue metal unknown to this world, is found
somewhere in the future by a time-traveling archeologist
(appropriately, his name is Walter Toynbee). Defying all at-
tempts at physical or chemical analysis, the artifact is
housed in a glass case in a museum named after the time
traveler. Centuries pass. Bombs fall. The building crumbles
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in ruins. Then at last forties the time traveler, to shovel away
the debris and bring the knife back to his own lime, where
it will be studied and analyzed and housed in a glass ease in
a museum. ... But where, or when, did it come Iron'} in the
first place? “1 wish | knew,” the narrator cries; “1might find
logic and purpose in the future instead of chaos."

Latent in that outcry may he existential revulsion against
traveling in time at all. The narrator hints that in trying to
solve the paradox of the knife, and utterly failing, the ratio-
nal intellect of the civilization of his own era has begun to
crack. Should a time machine ever actually he invented,
people morally committed against venturing outside one’s
proper place in the continuum might vehemently oppose
time travel, much in the spirit of the Apollo space program's
detractors. “Tired men live in the past, ambitious men live in
the future,” says the protagonist of a 1970s story by Gordon
Eklund, “The Stuffof Time” (Fantastic: 22, September 1977).
“But who lives in the present? Perhaps healthy men live in
the present; it’'s hard to say. But somebody must.”

There remains moreover that elusive will-o'-the-wisp
known as human freedom, which is not to he captured
merely by spinning endlessly in dizzy circles of paradox.
Heinlein'ssingle/nmltiple hero in “By His Bootstraps” thinks
he has solved that problem; “freedom” and “determinism
he neatly separates into “subjective” and “objective” cate-
gories. “Free will . . . could not he laughed off. because it
could be directly experienced,” he muses, “vet his own free
will had worked to create the same scene over and over
again. Apparently human will must he considered as one of
the factors which make up the processes in the continuum—
‘free’ to the ego, mechanistic from the outside.” Bid that
really won't do; it still, basically, defines freedom as an
illusion.

“By llis Bootstraps” has most commonly been taken as
comedy. That thrice-repeated conversation between the
hero’s first version who wants only to finish his thesis and
get his degree, a second who tells him to elder the future,
and a third who urges him not to, all climaxing in a three-
cornered drunken fistfight that knocks Number One
through the time gate and off on the first of his gy rating Irnv -
els, still stands up after repeated readings as a vvondrously
comic invention. It might even work on television. But Mexei
and Cory Panshin, in the important article “SF in Dimen-
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sion: The Search for Renewal” (Fantastic: 22, July 1975),
draw a far more bleak moral to this lleinlein story. “His
character is caught in a maze of time in which he meets
himself again and again, acting out what he has already
seen himselfact out, helpless to alter his behavior, vainly re-
peating himself, trapped in his own futility.” Psychologically,
the Panshins see this its a classic crisis of American middle
itge! Furthermore, it is the character’s own fault: “his older
self is responsible for setting the time trap for his younger
self. He is the agent of his own futility.” At one point in his
odyssey he has the opportunity to break out of the cycle, hut
at a psychic cost he cannot bear to pay. “So he must turn
from transcendence and run—and remain trapped in his
own character, to run round and round and round the maze,
w ithout hope."

HIVKRGIING ROVIJS, AL.'IIIiIW Il Ft TURKS

Two roads diverged in a yellow wood, said Robert Frost, and
he took the one less traveled by. The twentieth-century sci-
entific universe of Rinstein and space-time is also the uni-
verse of Heisenberg and stalistieal indeterminacy. Perhaps,
in the chinks and crevices of such a cosmos, there remains
some room for acts of free human choice. “We assume that
if we travel to futurevvard there is but one possible destina-
tion." a professor lectures in Murray Leins'ter's “Sidewise in
Time.” tt story that pioneered the philosophic idea of alter-
nate. ontologicallv retd, parallel futures ( mistouiiding Stories:
15. June 1954). "There is more than one future we can en-
counter, and with more or less absence of deliberation we
choose among them. Rut the futures we fail to encounter,
upon the roads we do not take, are just as real."

Front this perspective, not only did two real roads diverge
in the wood, hut also there are two real Robert Frosts, each
trudging thoughtfully along one of them. Leinster also as-
sumed that the traveler could bushwhack through the forest
from one road over to the other. Indeed, in “Sidewise in
Time"—published at the height of mlstoiuiding editor Orlin
Tremaine's vogue for “thought-variant" stories, in which
marvel must b<f piled upon metaphysical marvel—entire so-
cieties migrate across the continuum into each other's terri-
tory. Rice fields, wide-hatted peasants, and Chinese junks
suddenly appeal along the Potomac, deriving from an alter-
native past in which the Orient colonized America; San
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Francisco, displaced by a city from a tiinc-lrack in which the
Spaniards did not get there first, finds itself ruled by the Tsar
of All the Russias. This plurality of continua was a stimulat-
ing idea, and it has generated tin entire inventive subspecies
of science fiction.

Whal if---memmmmmemaee ?...

The Time Soldier

The restoration of free will to the lime-travel equation
makes possible more activist personal vocations than the
seminar and library life of the Visiting Time Fellows (;is 11 I'.
Lovecraft might have called them) in “The Shadow Out of
Time.” Moments of choice in the past or present may be-
come so important that soldiers from alternate potential fu-
tures are willing to go back to that point in time and fight
each other to change the outcome—the stakes being not
mere survival, but the possibility of ever having existed.
Such is the theme of Jack Williamson’s three-part serial,
“The Legion of Time” (.Istounding: 21, May, June, July
1958). Fighting men are plucked from the disasters of war—
the Western Front, the naval battle of Jutland in 1916, the de-
fense of Paris in 1940 (which, at the moment of writing, had
not yet happened)—and recruited into the most foreign ofall
imagined legions. Traveling by time machine to the point
where alternate world-lines diverge from a moment of
choice, they must do battle in order that a good (democratic
and Utopian) future may prevail over an evil (despotic and
reactionary) one.

*The wartorn 1930s and 1940s ideologically nurtured this
kind of science fiction, much as they influenced the course
of space opera. The hero of Williamson’s epic has fought
against Franco in the Spanish Civil War, and he is fly ing for
China against the Japanese invader when he is caught up
into the Legion of Time. This was to remain a popular form
of science fiction adventure in a time-track that remained
wartorn, and ideology continued to shape it. The revolution-
ary and counterrevolutionary currents of the Eisenhower-
Dulles years were insensibly allegorized in this time-soldier
literature. Thus there were temporal radicals, as in Fritz
Leiber's “The Big Time” (Gala.iy: 15, March, April 1958),
who strove to change the past for change's own sake, be-
cause in change is creativity and life; and there were tem-
poral conservatives, as in Pool Anderson’s “Time Palm!”
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(Fantasy and Science Fiction: 8, Hay 1955) and its several se-
quels, who struggled to preserve the known past from time-
maehined tampering, on the ground that it is hotter to en-
dure the devil we know than Fly to others we know not ol

As our society became ever more police-conscious, it nur-
tured stories like “llawkshill Station,” by Robert Silverherg
(Galaxy: 25, August 1967; hook version 1968), in which a
despotic Future government shunts its political dissidents
back into a geological era before life had crawled out upon
the land, where they cannot possibly al'Feel the Future course
of history. There, subsisting on brachiopod stew and trilobite
hash, they may argue about ideology to their hearts’ con-
tent—and, in their Futility, one by one go mad. Since II. (1
Wells first put Forth the idea, time travel had thus devolved
From high adventure to penal servitude!—it most ominous
comment on what was actually happening along our own
timeline.

Moreover, despite their philosophic commitment to Free-
dom of the wilt, in working out the ground rules by which
their legionnaires of time wore to operate, these writers
quite often hedged back in Lite direction of determinism.
There is it Law of Conservation of Reality, one of Fritz
Leiber’'s timefighters explains, in a story warningly titled
“Try and Change the Past™ f tstoundiny: 61, March 1958).
“The four-dimensional space-time universe doesn’t like to
he changed, any more than it likes to lose or gain energy or
matter. ... Change the past and you start a wave of changes
moving liiturevvards, but it damps out mighty last.” Eventu-
ally the old pattern tends to reestablish itself. People'move as
crowds to change destiny, not as individuals; a vast orga-
nized array of soldiers may. crudely and brutally, change
history, but a man by himself remains in the Fell clutch of
circumstance. “No, | Wouldn't adv ise anyone to try to change
the past, at least not his personal past.” In contrast. Pool An-
derson’s Time Patrolmen do have the power to change their
personal pasts—but they pledge themselves never to use it.
“The Patrol exists to guard what is real,” one of its leaders
explains (“Cibraltar Falls,” Fantasy and Science Fiction: 49,
October 1975). “IF ever a mortal takes himself that power,
where can the changing end? ... None less than God can he
trusted with time.”



Understanding
the Alien

Gregory Benford

Gregory Benford is the author of such science fiction
novels as Great Sky Hirer, Tides of Light, and
Timescape, which won the Nebula Award for best
novel of 1980. In this selection Benford analyzes one
of the genre's most time honored conventions—the
alien. According to Benford the alien should be to-
tally unfamiliar by scientific definition; it cannot be
conceived of in human terms, but many writers have
mistreated the alien bv depicting it according to fa-
miliar concepts. The alien as a science fiction device
may then represent the unknown, bid more often it
reflects some aspect of the human condition. This
function as an analog for humanity lends philosophi-
cal implications to the portrayal of encounters with
the extraterrestrial.

J. G. Ballard has said that one ofthe problems of science fic-
tion is that it is not a literature won from experience. Then'
are several wavs of interpreting this assertion. It is now here
more obviously true, though, than in the case of science fic-
tion that depicts aliens.

I shall discuss some of the philosophical and literary
problems of treating aliens. My discussion will probably not
resemble most literary criticism because | am not a critic,
but a science fiction writer and a physicist. And | do not pre-
tend to objectivity or even to impartiality;, since | have writ-
ten some fiction about this subject and am therefore already
biased. | shall attempt a brief catalog of the ways aliens have
been depicted in science fiction and then move on to the
philosophical problems that interest me. | shall necessarily
give only slight attention to many rich areas.

IAcorpted Irom "Alims ;md Know «hilit>: \ ScionlislI's IVrsprrlix t\" In (jrcjion lionlord.
in Bridges to Sricure Fiction, t'dilrd In (it'or*e K. Sinsscr. (loorjfi* \. (iulTin, mid Mnrk
Hose. (u>|)\rijihl < 1980 In Soulhcrn Illinois | rmrrsih Press. IIrprintrd In permission
of Southern lllinois | nilersil\ Press.
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Antiikopockintkic Alikfxs

By far the must common kind of alien in science fiction is
the unexamined one—supposedly strange, hut represented
by only a levwy aspects, all of which are merely exasperations
of human trails. The simplest version of this kind of alien is
the invader, often depicted as an implacable, mindless
threat (as in Robert Ileinlein's Puppet Masters and Starship
Troopers). In making easy political analogies, the film The
Thing is fairly typical of a vast body of science fiction: the
Thing stands for the Communist menace, the wooly-minded
scientists who try to make contact with it despite its obvious
hostility represent tin* Adlai Stevensons of this world, and
the 1lnited States Air Force stands for, ofcourse, the United
Slates Air Force. A more interesting version of the anthropo-
morphic alien is typified by llal Clement's Mesklinites in
Mission at Crarily. They have unusual bodies, determined
by their bizarre planetary surroundings. This “biology as
destiny” theme occurs often in science fiction, hut, like the
Mesklinites, the aliens of such stories commonly speak like
Midwesterners ol'lhe 1950s and are otherwise templates of
stock humans. In Larry Niven's liingirorld, variants on this
kind of alien are represented by beings roughly equivalent
to types of terrestrial animals. Niven's kzinti is a catlike car-
nivore. given to mindless rages. llis puppeteers are herd an-
imals (that is, cowards); their cities stink, like a corral. In
People of the Hind, Pool Anderson has done this sort oftiling
with more subtlety, giving his bird aliens touches of real
strangeness.

In my view, the trouble with most realizations of this
much-sought strangeness is that its effect so soon wears off.
Larry Niven and Jerry Pournelle’s Mote in Cod's Eye ex-
plores aliens who are not bilaterally symmetric (an odd
variant, indeed) ami extracts some value from the feel of
threeness versus twoness. In the end, though, these aliens
seem no more difficult to understand than the Chinese. (In-
deed, there is an uncomfortable resemblance in the old
Space Navy method of dealing with them.) They are stopped
from spreading by a technicality involving faster-than-light
travel; this insures that alien values and threenesses do not
flood through the sevagram.

Fven as respected a work as Olaf Stapledon's Star Maker
does not truly focus on the alienness of the many creatures
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that inhabit its future worlds. Slapledon gives them biofogi-
eal variations that ultimately have no impact whatever on
the gross socioeconomic fttrees at work in the environment
around them. There are no alternate realities here, no gen-
uinely different ways of looking at the universe, hut instead
(on the; planetary level, at least) a clockwork Marxism that
driv es them inevitably into tired confrontations of labor with
capital, and so on. It is the larger vision Stapledon pursued,
his account of the ultimate grinding down of the galaxies,
that still moves us today. The Marxism is the most dated as-
pect of his work.

A related function of aliens in science fiction is that of a
mirror (or foil). The sexual strangeness of the Gethenians in
Ursula Le Guin's Left Hand of Darkness, for example, is a
distancing device, a wav to examine our own problems in a
different light. In countless lesser works aliens are really
stand-in humans of the Zenna Henderson sort: quasi-
human, with emotions and motivations not much different
from our own. Aliens as mirrors for our own experiences
abound in science fiction. Arthur C. Clarke's “Rescue Party”
has tinmans as its true focus, though the action centers on
aliens who are only adumber version of ourselves. The final
lines of the story give us a human-chauv inist thrill, telling us
more about ourselves than we nowadays wish to know.

The Galactic Kmpire motif, with its equations of
planet=eolony and aliens=Indians (of either variety), is a
common, unimaginative indulgence of science fiction.
There are generally no true aliens in such epics, only a re-
treading of our own history. This underlying structure is so
common in science fiction, even now, that it is difficult to
know whether we should attribute it to simple hick of imag-
ination or to a deep, unconscious need to return repeatedly
to the problem. It would he interesting to see an Asian sci-
ence fiction writer tackle the same theme. The list of aliens-
as-foils is large*. Authors have treated women as aliens, chil-
dren as aliens, and robots as alienlike. In such tales we tire
really saying something about ourselves, not about the uni-
verse beyond us. An especially pointed use* of this dev ice was
made by Brian Aldiss in The Dark Ligfil )ears, in which
aliens use excrement as a sacrament. This stress on the ho-
liness of returning to the soil so that the cycle of life may go
on mirrors some Kastern ideas, though its main target may
be Western sealology.
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| end this catalog of more conventional uses of aliens by
bringing up a puzzle | think worth pondering. It has long
been clear (to any biologist who has thought about the ques-
tion for more than five minutes) that any alien planetary
ecology will he utterly different from ours. The old cliche—
open the helmet, sniff the air: “Smells good! We can breathe
it"—is usually avoided these days, but more subtle technical
difficulties are not. liven if, for example, we found alien
plants we could stomach, anything they contained resem-
bling sugar could easily have the wrong sense of rotation
from Earthly ones and thus would he unusable as food. Pro-
teins. trace minerals—all would almost certainly be incom-
patible with our organic systems. To make a planet habitable
by humans, we woidd have to erase what is there and intro-
duce an entirely now, man-oriented ecology. Yet, in thou-
sands of otherw ise respectable science fiction stories, this
point is ignored. Why ? If questioned, most science fiction au-
thors woidd. | imagine, admit the point and plead the conve-
nience of assuming otherwise. Yet this sidestepping of the
problem is not simply a bit of insiders’ footwork, as is, say,
faster-than-light travel. When a new theoretical fillip forget-
ting such high velocities appears, the hard science fiction
w riters instantly snatch it up and ring some changes on it; |
have done so myself But we never really touch the ecology
problem. Seldom do we admit in fiction that it isa problem. |
can think of only two recent works that address the issue:
Jloanna Russ' lie Ilho hr About l'o. .. .and Lloyd Biggie's
Monument. The almost universal avoidance of this striking
astronomical-biological fact must have some motivation. Is it
a telltale signal of some deep fear? Does it indicate that we do
not care to smudge the Image ofa difficult hut generally sym-
pathetic galaxy out there? | do not know. But 1do think the
problem is worth the attention of the critics.

I \K\tmvBi.t: Yihas

For me, the most interesting aspect of the alien lies, not in its
use as a fresh enemy, an analog human, or a mirror for our-
selves, hut rather in its essential strangeness. Remarkably
few science fiction works have considered the alien at this
most basic level. One which docs is Arthur C. Clarke’s Ren-
dezvous with Hama. The vast space vehicle, Rama, yields up
some of its secrets, but leaves our solar system with its es-
sential nature shrouded. We see the mechanisms, but not
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The iiiosl ennimnn intciprelalinns til'aliens enniatu e.rueperatiou.' nj
human trails, as seen in the alien ilepieleil above.

(lie aiilid behind Ihem. Since Rin“world and Rama (here has
been a lendenc\ In use jiifinnlicism as an ease sig{iil'jer of
alienness, as in John Vablev’s Titan tfiloJSj.. bill | feel lIn*
method \ ields diminishing returns. Si/e alone is nol all that
significant. Lei ns HHnembef' that some of the most bizarre
aspect-- of renlilv appear at the subatomic level.

file hifirest entile of all. of'course, is (Ind. Slices often
bine a strong theological role, as in the metaphors of aseen-
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sion in Clarke’s Childhood3 End and.200/:,7 Space Odyssey.
Aliens do occasionally appear in science fiction as distant,
inexplicable tilings, often ignored by the human characters.
Making them objects of indifference does not exploit or illu-
minate the philosophical problems involved, though. These
emerge when other beings attempt communication with
them.

One of the basic devices of science fiction is the instant
translator, which enables aliens to speak an Earthly lan-
guage with little difficulty (in science fiction, English, often
American English, at that). This device serves to speed up a
story, hut writers using it sidestep a knotty problem: how
can beings he strange and still communicate with us easily'?
Some authors have been able to surmount this difficulty, but
few have used the language problem itselfas a major turn-
ing point. The essence of epistemology is language, for only
In communicating our perceptions can we get them
checked. The intuitive bedrock of perception must be given
voice. lan Watson’'s Embedding involves aliens who come to
barter with us for our languages (not our sciences or arts),
for languages are the keys to a deeper know ledge. By as-
sembling all the galaxy's tongues, they believe they will
transcend their species limitations and at last understand
the real world. Thus the language of each species is capable
of rendering a partial picture. i

In another visit by aliens to the Earth (depicted in If the
Stars Ire Cods by Gordon Eklund and me), the aliens seek
communion with our star, not with us. Their picture ofreal
By involves stars as spiritual entities. The protagonist at first
believes the aliens are lying, but is later drawn into their
world view, lie sees their vision and reaches some sort of
understanding. But the paradoxes that run through the text
tun) about at the end, and he sees himself as trapped, by his
own use of human categories, into a fundamental ignorance
pf the aliens. A Wittgenstein quotation, “A dog cannot be a
hypocrite, but neither can he be sincere,” underlines the
limits of using human concepts. The emotional reaction to
this view is also varied: the aliens are deliberately compared
to pastel giraffes, and there are other comic touches. The
layered paradoxes ofthe story line all suggest a possibility of
“‘communion with the suns,” but also the impossibility of
knowing whether this sense, as filtered by human minds, is
what the aliens mean. Reflections of this basic either-or.
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subject-other habitual mind-set occur throughout this wor k,
always pointing toward an irreducible strangeness.

The most extreme view one can take is to reject the no-
tion of any degree of possible knowledge of the alien, to de-
clare all the aliens of science fiction inherently anthropo-
morphic or anthropocentric, and to state flatly that true
aliens would be fundamentally unknowable. This position is
perhaps best put forward in Stanislaw Lem’s Solaris. In \i ir
llorldsfor Old David Ketterer has explored the many images
and phrases Lem uses to underline his position. The library
scene adroitly satirizes science as model building, for exam-
ple. In his afterword to the novel, Darko Suvin attributes
Lem’s renunciation of final truths to “the bitter experiences
of Central European intellectuals in this century,” If this
were in fact the only reason to adopt such a position, Solans
would not be important, but of course the philosophical
roots of these ideas go cpiite deep. . ..

My sense of Solaris is that it does not really talk about the
physical sciences at all. There, the question of whether
model building is hopelessly anthropocentric can only be
settled by infinite recursion—keep trying to see w hether the
problem cracks, whether predictions do hear out. It is an un-
fortunate (act that much fiction takes the “truths” of science
as absolute*although they were never intended to he. Science
is always provisional, vet the urge to adopt the position of So-
laris rests, | believe, on an emotional bedrock of the sort Su-
vin cited, from Sartre on. | think a belter understanding of
Solaris might evolve from looking at it from the perspective
of the social sciences. If in some sense the ocean were alive*
then Solaris might, for example, be read as a reflection on
the error of applying a mechanistic description to a social
science, not to a physical one. In the social sciences, includ-
ing psychology, there is a fundamental limitation: one can-
not do completely reproducible experiments, even on very
thin social groupings. Thus Lem's criticisms would appear
to apply most directly to mechanistic social theories such as
Marxism. One wonders whether the literary czars of Eastern
Europe (or the Marxist critics of the West) really understand
quite what Lem seems to be driving at.

Bittkkswiokt |ISOM

My own instincts as a theoretical physicist and a writer lie
with the intuitionist school. I think that anyone who partici-
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pates in science comes letrealize that, by expanding our cat-
egories and using the most “universal” of'descriptions (and
languages—that is, mathematics), we can make of ourselves
something greater. We can, in other words, ingest the alien.
Yet we know' from Godel that the analytic sense of know I-
edge will forever escape us. It seems to me that this is fertile
ground for bittersweet irony. Perhaps such philosophical
pursuits can lead us finally to a deeper sense of w bat it does
mean to be logical and fragile and human.



The Robot as Symbol

Sam Moslem it/

Sam MoskowTty, (1920-1997) was a diligent and pr&*
lific scholar of science ficlion, and an award was
founded in his name in 1998. In this selection lie dis-
cusses the robot as a science fiction symbol. Provid-
ing a brief literary history of the “mechanical man,”
Moskowitz focuses on its development in American
science fiction. Pointing out the parallels and con-
trasts between robots and humans, Moskowitz ex-
plains that some writers imbued their robots with
feelings and intelligence, and it is through robots
that the motif of artificial intelligence was developed
in the genre. Perhaps the most significant contribu-
tion to the development of robots was made by Isaac
Asimov , whose Three Law s of Robotics not only in-
fluenced the whole genre, hut also the real science
of robotics. Moskowitz suggests that the robot as it
symbol is linked to the public perception of science
fiction and the future.

It has been said, with considerable justice, that the age of ro-
bots is already here. Aircraft take off, fly, and land with no
pilots; great industrial plants, frequently many square miles
in area, function like great cities with no human workers in
sight; giant electronic computers do the work of it thousand
mathematicians in minutes and even play outstanding
games of chess against human champions. In it very real
sense, all these devices are robots, automatically doing the
work of human beings, but they arc not what the man in the
street thinks of when he uses the term.

The man like machine, preferably with two legs and two
arms, with photoelectric cells for eyes and an electronic
brain remains today and may always remain the symbol of
the robot to the general public. The public thinks of a robot
iis a mechanical man. . ..

I'Ac(T)t(d linm Hie (.oniinfi of lhr Hobnts, ((liit'd and with an inlroduclion In Sam
Moskowilz (New ’lork: Collier. 10(11). Keprinlt'd In permission of the Kslsile of Sam
\loskou ilz.
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There have been robots of one sort or another in fiction
for well over 100 years,-and references to mechanical men
appear in records more than 2,000 years old, but the word it-
self, as an addition to the Kurdish language, is relatively new.
It first appeared in the play H V. H. by Karel Capek, greatest
of all Czechoslov akian playwrights, when that famed classic
concerning the revolt of artificial men was premiered in
Prague on January 20, 1921. The term was derived from the
Czech word robola, meaning “to work.”

If mechanical men are actually created in the future, their
function will be to do the work formerly done by men. At
first their appearance will be completely in the form of a
machine, but as technology advances, a wedding of plastics
and metal will result in robot devices so closely resembling
humans that they will have to be marked to be distin-
guished.

Tin: Litkkarv Roots of tiie Robot

flic roots of man's conception of a robot go deep into liter-
ary history. It has been suggested that Publius Yergilius
Mam. better know n as \ergil. greatest poet of ancient Rome,
constructed innumerable metal devices, including bronze
archers to protect bis premises. The variety of these stories
linking Vergil with the building of robots is in itself a fasci-
nating area of research.

These legends of Vergil, together with Ovid's masterful
depiction of a statue come to life, are believed to have in-
spired the tales of the Golem, an artificial man constructed
front clay by the Jews to serve them on the Sabbath and pro-
tect them from their enemies.

There are dozens of Golem legends, mostly from Eastern
European sources, some ofthem as recent as the early nine-
teenth century.The most famous legends ofthe Golem, how -
ever. emanated from sixteenth-century Prague, where such
an artificial man was said to have been the servant of the
famed Rabbi Judah Loew.

The Golem is unquestionably the prototy pe for the mon-
ster of Mary YVollsloneeraft Shelley 's Frankenstein, a work
whose importance to the literary history of the mechanical
man lies in its plot innovation, the concept of an artificial
man turning on his creator. Frankenstein, like many other
early robot stories, may be considered antiscicntific, insofar
as it equates the advancement of know ledge with disaster.
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A llungarian nobleman, I5ati>n kempt-ion of I'resliur".
wits inadvertently responsible lor the American interest in
robots. An ingenious mechanic, ho devised main robots that
walked, actually talked, and perlbrmed oilier mechanically
mystifyinf? operations. llis most famous invention was a me-
chanical chess player, built out of metal to resemble a tur
bailed Turk, yvhich engaged men in public contests through-
out Europe. He sold this invention to a German named
Johann Nepomuk Maelzel in 1769. The robot subsequently
toured the United Slates during the early part ol the nine-
teenth century.

Edgar Allan Poe. then editor of The Southern Literary Mes-
senger, with editorial offices in Richmond, Ya., performed
one of the most brilliant exposes of the period after reading
a report on this device. With no other evidence than pub-
lished descriptions of the operation of the chess player, he
proved by deductive logic that the machine was a fraud Op-
erated by aleft-handed midget, concealed through the use of
mirrors. His expose, published in 1876, as well as a refer-
ence to the automatic chess player included in his short
story “The Thousand-and-Seeond Tale of Scheherazade"
(1845) influenced the entire course of literature dealing w ith
mechanical men in the United Slates.

The most famous derivative of Poe’s analysis of the me-
chanical chess player was Ambrose Bierce's classic,
“Moxon’s Master," the story of a chess-playing robot built by
a scientist, which eventually, like Krankenslein’s monster,
kills its master.

Poe bears some responsibility for influencing a series of
dime novels (they actually sold for five cents), beginning in
1868, dealing with steam men and steam horses invented by
teen-aged geniuses and used to fight Indians and highway-
men. The most famous of these stories were the inventions
of a sixteen-year-old Brooklyn hoy, Luis Senarens. writing
under the pen name of “Noname.” His most popular charac-
ter, Frank Reade, Jr., embarked on a series of adventures
which Senarens began chronicling in 1879 and which he
continued past the turn of the century. They are remem-
bered nostalgically , today In thousands of hoys, now grow n
old, because of their numerous prophecies of submarines,
airplanes, spaceships, helicopters, and tanks.

The Frank Reade, Jr. robots were mindless steam and
electric engines shaped like men. Most of the fictional robots
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that followed, however, were capable of thought, much like
Ambrose Bierce’s thinking machine; these were always de-
picted as treacherous and dangerous.

Tiik Robot ix >lookk\ Science Fiction

This hostile characterization continued right into the era of
the science fiction magazines, the first of which, Amazing
Stories, wits launched with the dateline April 1926. Until the
appearance of “The Lost Machine” by John Beynon Harris
in the April 1952 issue of that magazine, authors vied with
one another to contrive increasingly gruesome means by
w hich robots could turn on mankind and assume control of
the world.

Feeling, perhaps, that its readers would not immediately
accept the notion ofa friendly machine, Harris created an
advanced Martian robot, who gives his first-person reac-
tion to being stranded on the much more primitive Faith.
Since the appearance of that story, Harris hits become
much better known under the pseudonym of John VVynd-
liam.

Authors then began to re-examine their approach to ro-
bots. Beginning with John U. Campbell, Jr., in his short story
“The Last Hvolution" which appeared in /mazing Stories for
August 1952, robots were depicted as allies of future man in
his losing battle against invasion from outer space.

The theme ofthe robot as it menace is not likely to die out,
hut in the future it will he necessary to give it a special note
of originality to make it palatable. llarl Vincent, writing in
the June 1954, Islounding Stories, presented “Bex,” it robot
surgeon of such intelligence that he seizes control of all civ-
ilization and then tries to learn the meaning of emotions, the
only area in which he was not superior to the enslaved hu-
mans.

Raymond Z. Gallon in “Derelict” (Astounding Stories, Oc-
tober 1955), taking his cue from the robot in “The Lost Ma-
chine.” creates it fantastically alien automaton, whose
builders have long since disappeared. In contact with a
grief-stricken spaceman, the robot gradually restores the
mint's will to live and to face reality again. This left an open-
ing for Robert Moore Williams to bring a race ofarrogant ro-
bots back from a far star system, in the very distant future
(*Robot's Return.” mlslounding Science-Fiction, August 1958)
to the ruins of a dead Faith. They are sobered by the know!-
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edge thal tliov were created by the relatively fragile flesli-
and-blood men.

Robots with Fkkuings

Psychologically the lime was now ripe to launch an assault
against the reader’s prejudices concerning robots. Two sto-
ries, appearing within weeks of one another, deserve the
lion's share of the credit. The firs| was “I, Robot” ( /mazing
Stories, January 1958) by Rando Binder, which reversed the
plot of Frankenstein and showed how the public could he
made to believe that a robot, in this ease Adam Link, was a
threat to humanity, whereas in reality his motives were
more noble than those of most men.

The second was “Helen O’Loy” by Lester Del Rey ( /s-
tounding Science-Fiction, December 1958) wherein robot
technology has advanced to the point where robots are out-
wardly indistinguishable from humans. This story of a fe-
male robot, designed for housekeeping purposes, who falls
in love with her owner, is one of the most tender and
poignant stories in science fiction.

Reader reaction was so enthusiastic to both these stories
that Eatulo Binder carried Adam Link through innumer-
able sequels and even employed him in a comic-magazine
continuity. Dozens of authors immediately began to ex-
plore the potential of this science fiction plot gambit, which
was to become second in popularity only to the interplan-
etary story.

What Binder and Del Rev had done was simple. They at-
tributed human emotions to machines and showed the prob-
lems thal result when the machines’ personal feelings came
in conflict with their tasks.

In “True Confession," R Orlin Tremaine, the editor who
had initially purchased and published both “Re\" and
“Derelict,” picked up the new formula and dramatized the
credibility of a robot as a witness in a murder trial.

Clifford D. Simak, employing the plot devices in “Helen
O’Lov,” where the “female” robot is conditioned by soap op-
eras and trashy novels to romantic notions, has a robot of the
future who reads too many stories of science fiction in
which his counterparts perform hero ft* deeds. He runs away
from home and stows away on a spaceship making its way
back to ancient, dying Earth (as in “Robots Return") in
search of adv enture.
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Asimov ano the Tiikee Laws of Robotics

Of course, you can’t have all those robots running helter-
skelter and setting tangled up in their emotions without hav-
ing some sort of check on them. The man who really
brought order out of chaos was Isaac Asimov, when he pro-
pounded his Three Laws of Robotics:

1 A robot may not injure a human being, or, through in-
action, allow a human being to come to harm.

2. A robot must obey the orders given it by human beings
except where such orders would conflict with the First Law.

5. A robot must protect its own existence as long as such
protection does not conflict with the First or Second Law.

A series of stories concerning robots, based on those laws,
was written by Isaac Asimov. One of the most entertaining,
“Runaround” ( Istouiniina Science Fiction, March 1942),
clearly dramatizes the operation of The Three Laws of Ro-
botics, and has the added advantage of being a robot story in
an interplanetary setting.

Since Asimov postulated his robot regulations, they have
piliter been adopted or become implicit in the robot stories
of many leading science fiction writers. The careful reading
of modern robot stories reveals how much they owe to these
limiting factors.

The idea has not been lost on authors that, if the day ar-
rives when robots become self-conscious personalities, it is
inevitable that robot colonies, without any humans at all.
may some day come into being. Such robot societies are pro-
jected in "Lost Memory," where Peter Phillips conceives a
robot civilization on a world in a far galaxy, cut off so long
from human contact that the robots cannot comprehend the
very concept of a flesh and blood creature.

Of course, the humanizing of robots, while immensely
popularizing that phase of science fiction, has not meant the
end of good stories based on the Frankenstein-monster line.
The results can often prove immensely cle\er, as displayed
by Michael Fischer's brief but effective talc “Misfit.” from
Science-Fiction Plus for December 1953. . ..

The Role of Robots

Today's robot is often one of the cast of characters, not nec-
essarily the star of the show. The science fiction writer has a
special problem which the writer of non-science fiction does
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not have. When the science fiction welter sits dim n at a type-
writer he must not only write a ~ood story, hut he must in
Penlfront atari tofinish the world in whirli the story takes
place!There is no map of the future, no book of its customs,
laws, and problems.

A writer in a non-science fiction story need only say that
his character stepped out of a Rolls-Royce and immediately
the reader accepts the fact that the man is rich, lie can also
accomplish the same tiling by saying: “The butler helped
him to dress.” But what will he the symbol of wealth of the
man ofthe future? To give the impression of wealth, the sci-
ence fiction writer must employ some other device, and
what could be better than a chromium-plated robot tending
to his master’'s every wish in response to electronic signals?

In a story of today, if a man escapes from prison, the
reader expects him to he chased by bloodhounds. You can't
have bloodhounds following a man who has escaped from a
prison on Mars, hut you can use a robot, equipped with de-
tecting devices to track it man on that planet.

In a modern spy story, the secret agent, in order to get the
information he wauls, learns to talk, act, and dress like the
people from whom he wants to gel the information. But sup-
pose you wanted to learn the secrets of the blue people of
Venus who have six arms and four legs and breathe mustard
g:;fs instead of oxygen? A more practical means would he to
build a robot that looked and acted like those Venusians.

The foregoing are just a lew examples of what a very. very
useful device the robot is to the science fiction writer.

As it pcsult of using the robot so often and in so many
ways, a strange thing has happened, .lust as the camel re-
minds one immediately of Kgypt, the sky-.eraper of Mew
York, orange juice of Florida, and six-guns of the Old WVesl,
the robot has come to he associated with thO future.

The writer, in effect, sets the mood and period of his story
by introducing the robot, who may even lend il a note of ato
thenlicity. Once the robot was only the symbol of a Franken-
stein monster; when the space rocket becomes common-
place. however, he may very well become the new symbol of
science fiction!
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Religious and Spiritual
Aspects of Science
Fiction

Tom Woodman

In this selection, Tom Woodman, who teaches at the
University of Redding and specializes in the theme of
religion In English literature, provides an overview
of the treatment of religious themes in science fic-
tion. Describing the prominence of scientism (a sci-
entific belief system that replaces religion) in the
work of many writers, Woodman examines how this
perspective is contrasted with more traditional reli-
gious notions of existence. W hile some writers em-
phasize the triumph of scientism over religion, oth-
ers criticize the scientific point of view from a
religious, sometimes Christian, perspective. Many
writers treat science and scientism as a mythology
that is no more substantial than any religion, and
some refuse to see religion and science as mutually
exclusive categories, reconciling the two belief sys-
tems in their work. Science fiction and religion are
linked by a desire to transcend the present reality.
According to Woodman science fiction’s greatest
theme is coming to terms with the cosmos, and the
genre naturally (twites speculation on metaphysical
and theological issues in its attempt to fathom the
universe.

Samuel R. Delany has written that ‘Virtually all the classics
of speculative fiction are mystical' (Extrapolation, May
1969), and Arthur C. Clarke is reported to have called 2001
the world’s first ‘billion dollar religious movie’ The list of
Hugo and Nebula award winners includes various novels
and stories on religious themes. Anyone's list of famous

Kx_eerpted_ fr_om "Scieqqe Pie}liniL Religion, and Transcendence,” In Tom Woodman, in
Science Fiction; / Critical (iu'n{c. edited In Patrick Parrinder (New York: Longman.
1979). Reprinted In permission of Pearson Kducation Ltd.
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science fiction would have to include C. S. Lewis's trilogy,
Blish’s / Case of Conscience, Miller’s .4 Canticlefor Leibowitz
and the works of Philip K. Dick, and all of these have religion
as a central theme, treat it seriously and become the vehicle
for metaphysical and even theistie speculations.

If we look to the history of the genre for light on the ques-
tion we see that several of its important antecedents were
written by bishops or Jesuits like Godwin, Wilkins and
Kireher. Later Jules Verne was to receive the papal blessing.
It is true that the science fiction of the later nineteenth and
early twentieth centuries often reflects the preconceptions of
‘scientism' (the view that science has now explained away
religion and indeed replaced it as the agent of man's salva-
tion). The religion found in the pulp magazines is usually an
exotic (fir barbaric magic, a caricature of pagan cults, like the
gods encountered by flash Gordon and Buck Rogers. The
conscious view of religion here is that it is a base and prim -
itive phenomenon, though an unconscious fascination with
religious archetype' is also evident, as well as vague meta-
physics in some stories. In the same period the epics of
David Lindsay and Olaf Staplcdon embody the genuine
metaphysical searching that is often endemic to the genre.

Orthodoxy v\n Sen \<:f

\fter the Second World War critiques of scientism are much
more common. An intellectual resurgence of Christian or-
thodoxy occurred in the 1940s and early 1950s, and this is
reflected in C. S. Lewis's and Walter Miller’s attacks on sci-
entism in the perspective of man as fallen. James Blish re-
veals a fascination with the intellectual problems of ortho-
doxy and science. The 1960s are the period in which the
recognition that science had failed to provide values be-
comes widespread. The themes of science fiction begin
more and more to overlap with religious aspirations rather
than dismissing them. At the same time the writers of the
‘New Wave' regard science itselfas a mythology . Reflecting a
movement in the culture at large, an undifferentiated quest
for ‘mystical’ or spiritual experience takes the form of a new
interest in non-Christian religions, as in Zelazny's Lord of
Light (1967), and a new Californian gnosticism, the harbin-
ger of which is licinlein's Stranger in a Strange Land

Philip K. Dick's work reflects the interest in the mysticism of
drugs, at the same time as providing an early critique ofit in
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The Three Stigmata of Palmer Eldritch (19 (i), and his and
Vonnegut's black comedy is frequently llic incdinin lor
metaphysics. ...

There seems no reason to doubt the legitimacy of a topic
like the future of religion, at least if it is seen as a fictional
and speculative extrapolation from history, and not as a fac-
tual prediction.

Catholicism, as a large institutional Church with a pow-
erful cultural impact, has been the favoured religion for
such treatment, witty, irreverent or agonized. Brian Moore's
Catholics (1972) is a moving study of the tension between a
post-Vatican IV progressive papal authority and a pocket of
conservative Catholicism in Ireland. Various writer's Use
their understanding ofthe Church’s historical attitude to sci-
ence as a basis for predicting the suppression of scientific
activity by an all-powerful reactionary Church of the future,
as in Edgar Pangborn’s Davy (1964). Alternativ ely, one may
envision an empire ofthe enlightened, who persecute Chris-
tians. This is the theme of an anonymous early novel. In the
Ifiture (1875), and also of several modern stories of which
the best is Barry N. Malzberg's ‘In the Cup', a dignified ac-
count of a future Christian martyr. Roger Ellwand's anthol-
ogy Signs and Ponders: Science Fiction Storiesfar the Chris-
tian Header (1972) puts Malzberg's story together' with
another on the same theme, Eando Binder's ‘All in Good
Time', in which an anti-Christian technocratic society is
converted by seeing on a time-viewer that its own future is
Christian. God has intervened through the technology by
which man attempts to control the future to show that il is in
fact in his hands. An interesting early presentation of the
twin alternatives, triumphant Church and triumphant scien-
tism, occurs in the Catholic priest Robert Hugh Benson's
Lord of the World (1907) and The Dawn of Ill (1911). Recent
writers have been more interested in witty speculations, like
George Zebrowski's idea that the future world religion will
be a mixture of Christianity and Teilhard de Chardinism
(‘Heathen God’, 1971). (De Chardin's The Phenomenon of
Man remains the most ambitious modern attempt ai a syn-
thesis of scientific and religious values, and it is not surpris-
ing that references to this famous Jesuit and evolutionist
crop up in several recent science fiction writers.) In Dens
Irue (1970) Philip K. Dick plays with the idea of'teilhard de
ehardin’ birds that mutate forward, and env isages a post-
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holocaust conflict between Christianity and a religion wor-
shipping the ‘God of Wrath’, the man who pressed the but-
ton. Various of these fantasies go beyond futurological ex-
trapolation from the history of the Church as a human
phenomenon. Robert Hugh Benson's are, of course, wedded
to the idea of a divinely activated future, but several of the
others also have a genuine theological content. ...

COMIING TO T kRMS WITH TIIE COSMOS

The ultimate theme of the genre of science fiction is man'’s
attempt through science to come to terms with the cosmos
he inhabits. Implications that go beyond a purely anthropo-
logical or sociological approach to religion may well develop
out of the fictional exploration of science as a human activ-
ity or as technology, the main focus of earlier writers. The
ethics of scientific activity may be examined by religious cri-
teria or a look at the claims of scientism may involve its con-
flict with religion. Science fiction has always had another
aspect to its central theme as well, and from the early sixties
on writers have increasingly moved aw ay from science as an
external activity towards considering it as a body of know I-
edge and a methodology. If the older pre\ailing mode was
humanist and ethical, the other interest is almost contem-
plative, emphasizing the greatness of the cosmos that man
comes to know. Writers present a fictional imitation of the
methodology of science to make quasi-cognitive assertions
about the cosmos. So they imitate the way science inevitably
overlaps to some extent with religion in making such state-
ments. The study of the cosmos has alway s induced meta-
physical speculations and is the source of w hat is tradition-
ally called ‘natural theology'. In some recent writers this
theme has taken the very different form of critical agnosti-
cism about science as a means of know ledge, so that the cri-
tique has led on to the assertion of a universe the incompre-
hensible richness of which transcends man's mind
altogether.

The great epic of man’s scientific endeavours is simplified
into a hymn to scientism, assuming its values without analy-
sis, in much fiction of the 1920s and 1930s. Asimov’s
‘Trends’ (1939) is a touchstone, with its story of religious op-
pression trying to crush space travel until enlightenment fi-
nally triumphs. Lester del Rev's ‘Evensong’ (1967) is a late,
almost mythic, account of the pride and achievement of sci-
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entisrn. liv science men have become the superiors of God,
whom they usurp and put in exile. The presupposition that
religion is the enemy of scientific enlightenment is found in
a whole set of novels involving parallel worlds like Keith
Roberts’s Pavune (1968)—where there is a papal encyclical
entitled Petroleum leto—or Kingsley Amis’s the Il/eralion
(1976). In Keith Roberts's novel i! finally appears that the
Chureh’s reason for withholding science from man is pater-
nalistic but well intentioned, hut Amis’s novel is a curiously
dated assertion of anti-religious prejudices, including the
view that science would have disproved God if the Church
had not crushed it. Other writers also reflect the idea that
science has explained religion away. In lleinlein’s ‘I'Diverse’
(1941) he provides the aetiology of a religion: the descen-
dants of abandoned astronauts in a space-ship invent one to
explain their situation. In Brian \ldiss's 'Heresies of the
Huge God’ (1966) mankind projects divine characteristics
on to a mass of galactic debris that litis fallen on to earth
causing disaster. In various novels we are show n religious
‘miracles’ that are really powered by science, as in Fritz
Leiber's (lather Darkness (1950). where a guild of scientists
has grow n afraid of the diffusion of knowledge. They estab-
lish a ‘religion’ that works miracles by Scientific tricks. With
the genuine spread of technology a golden age would have
come, but the scientist-priests keep the serfs in ignorance by
fostering superstition. Philip K. Dick parodies the view that
science has explained away religion in Our Friends from
FrolLr ¥H(1970), where it is announced that God's carcase
was found in space several years before the action of the
book began. . ..

A more sympathetic and sophisticated method id' ‘ex-
plaining away’ religion within a framework of scientism is
the view expressed by several writers that religious phe-
nomena are the products of para-psychology. It is an-
nounced in Frank Herbert’s The Goehnitkers (1973) that the
wise man prays once a week and practices ‘psi' every day.
The whole vast Mohammedan-style religion that dominates
the same author’s Dune (1965) has been set up by an order
of clairvoyants and psychics, who sow prophecies about the
coming of the messiah who is the hero of the book. In The
Godmakers we see the process by which psychic gifts can hi'
developed so that the protagonist becomes like a god in
awareness and power. Similarly, in Glarke's Childhood's End
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(1953) it is suggested that the traditional mystics had experi-
enced a foretaste o f'breakthrough’ into the next firstall stage
of human consciousness. Unfortunately, they had translated
their insights into dogma. So, though this approach seems
sympathetic to religion and depends on para-science (which
is legitimate for a fictional genre) it dot's continue to carry
the implication that religious phenomena are not valid in
their ow n terms.

The same is true of the writers of the New Have when
they interpret religion rationalistically, though not unsym-
pathetically, through a scientifically based interest in the
structures of mythologies. But they see science, too, as a
mythological structure of thought-patterns, w hich they test
against more traditional mythic structures, and so the cri-
tigue of scientism is a major aim. . ..

Ckitiqi i\ g Sett:ncic V\i> St h:\tism

The more usu; ! perspective for the critique of a science that
is trying to dislodge- religion is that of Christian orthodoxy.
Mary Shelley’s Frankenstein (1818) presents the possibility
that the scientist is usurping the role of Cod in try ing to cre-
ate life. This is a frequent archetype, seen, for example, in
). R. Fearn’s ‘Before Faith Came’ ( tslounding Stories, 1934)
where a group of experimenters plait to create a new solar
system. It all goes wrong, and the Chief Scientist says that
the reason is that they are trying to usurp the Creator’'s
power. Nor can fallen man create Utopias through technol-
ogy, as we see in R. \. Lafferty’'s Past Master (1968). where
St Thomas More is taken to a utopian planet. But the inhab-
itants attempt; to stamp out beliefin a beyond, and he has to
become a marty r again. The world is condemned to repeal
the pattern oftrying to create new F,dens and then destroy-
ing them again in / Canticlefur Leibowitz. The most famous
and popular orthodox critique of scientism is, of course, C. S.
Lewis's trilogy Out of the Silent Planet (1938), Pcrekindra
(1943) and That Hideous Strength (1945), and James Blish
takes up Lew is’s linking of scientism and the demonic when
he envisages the megalopolis created In post-industrial
technocratic man not as a new Eden but a new licit (The Day
after Judgement, 1971).

Ursula Le Cuin's The Lathe of Heaven (1971) offers a
thorough-going attack on scientism from the perspective of
Taoist philosophy. The universe, as she has beautifully con-
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vexed elsew here, is a system of dualities held in baliitteed
harmony. Man is a part of the whole, and his fulfiiment
eomes from the aeeeptanee of lhis. | tililarian technology, as
symbolized by I)r Haber, is man’s attempt to set him.self
above (be tin (verse and to tamper wilh it. Ilaber goes beyond
utilitarianism into seientism when he boasts ofa teclmolog-
ieal revolution that will transform men into gods and this
world into heaven.

The I.nlhe of Heaven is anti-seienee seienee fiction, just as
null'll as C. S. Lewis's, though Ursula Le Gum's other work
often shows more sympathetic attitudes to seienee. This
novel exemplifies how the critique of scientism often leads
on to more general themes in the relationship between sei-
enee and religion which are legitimate topics for fictional
treatment within the genre. The novel deliberately sets out
to associate Haber's world-view with the Judaeo Christian
tradition. So a curious situation has occurred in the fictional
presentation of the relationship between the Church and
science, one that reverses the preconceptions of many other
writers. Despite the prejudices against science that the
Church has often revealed and despite the anti-Church val-
ues of scientism, Ursula Le Gain's vieu is probably closer to
the truth. Ernan MeMullin armies in \ew Hlackfriars
(March 1969) that Christian revelation, which sees the uni-
verse as God’'s creation, and believes tilth God works
through the historical process, is hospitable to science in a
way that the Eastern religions are not. This is not to deny the
special analogies between the highest levels of Eastern mys-
ticism and modern physics that the physicist Fritjof Capra
has pointed to. But the answer that The Lathe if Heaven
gives to Haber’s claim that technology will one day make a
heaven of earth is to say that it is a heaven already if we
could only see it. Marxism, .Indaeo-Christian revelation and
seientism all agree in saving that this world is not yet like
heaven. Christianity agrees with Marxism, too, in seeing
technology as one means that will help in the transforma-
tion. Thus, a tradition oftheology, which Milton, Hartlib and
Bacon were only developing, affirms, as in Hugh of St Vic-
tor, that the sciences were given by God to help man over-
come the effects of the Fall, ignorance and infirmity. Histor-
ically, this is the main Christian tradition; the more negative
one that sees science as Faustian self-assertion is only sec-
ondary.
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Rtxoxt iung Religion and Science

Several writers do in fact treat the theme of the relationship
between science and religion by presenting the Church as
favourable to science, as in Philip Jose Parmer’s parallel-
world story ‘Sail On, Sail On’ (1952). where there is a cleri-
cal older of scientists called after ‘St Roger Bacon’. The Je-
suit scientist w ho is the hero of Blish’s / Case of Conscience
(1958) comes finally to realize that there is no ultimate con-
flict between his science and his religion. The same happens
in a charming Ray Bradbury story of 1949 in which an el-
derly conservative priest comes to see that rockets are the
‘Machineries of Joy" of the title, and can help man to know
more of God’s handiwork and so praise him better.

In some stories a religious reversal of the theme of the
machine as God is used to point to wind the authors see as
a better version of the relationship between science and re-
ligion. In Arthur C. Clarke’s ‘The Nine Billion Names of God’
(1955) Hindus use ;i computer to spell out all the possible
words which could he God’'s name, and so bring about the
end of the world. So religion uses technology for its own
ends, as also in Michael Davidson’s The harma Machine
(1975), where a computer is linked up with Pastern wisdom
to produce Nirvana. The ultimate pro-religious twist to the
theme is Anthony Boucher’s clever ‘The Quest for St Aquin’
(1951), which tells of the conversion of a robot to Thomist
Catholicism. The preconceptions behind Boucher's story are
the Thomist ones that science deals with secondary causes
wliich lead, when properly interpreted, to God. The end of A
Case pf Conscience is a very sophisticated presentation of the
same teaching about the relationship between scientific and
religious values. Blish makes use of the Thomist theology of
science as the realm of secondary causes to prov ide a clever
conclusion to the novel. At the same time as the priest exor-
cizes the planet he has come to see as a demonic delusion it
is accidentally blown up by the scientists who wish to ex-
ploit it for armaments. So the author leaves us to make up
our minds whether we want to believe supernatural or nat-
ural explanations, or whether both coexist, as in the Thomist
view that God works out supernatural purposes through the
natural order, winch preserv es its own logical autonomy.

In theological terms the most sophisticated novel on the
relationship between science and religion is Water Miller’s
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/ Canlicle for Ldbowitz (1959). The book is a marvellous
imaginative invention describing the time alter the nuclear
holocaust when a monastic order is the sole preserver of sci-
entific knowledge. Miller creates fine comedy out of Ifit-
monks’ naive reverence for pro holocaust science and their
superstitious misunderstandings of the monster ‘Fallout’.
But the book contains an implicit argument. It is, after all,
true that it was the monks who preserved scientific wisdom
in the early Middle Ages. After the nuclear disaster a move-
ment called ‘The Simplification’ had blamed science, and
tried to stamp it out. Miller’s point is that the Church cannot
set herselfagainst any real truth, for all truth hears some re-
lationship to the Logos. It is not science that is wrong but
men’s hearts. But scientism, the opposite extreme to ‘The
Simplification’, is equally wrong. Leibowitz, the scientist-
founder of the religious order, came to see that ‘Great
knowledge, while good, had not saved the world’. The whole
book is dominated by the idea of the Fall. This is the basis of
its impressive black comedy and ofthe genuine tragic vision
which gives it, despite a rather dated view of Catholicism, a
sombre power. Science has been given to help man. It is a
means of overcoming the effects of the Fall. But in itself il
cannot bring hack the lost Fden, Science’s Utopia is a blas-
phemous and unsatisfying parody of man’s true fulfilment,
which is brought about by Cod’s grace alone, in radical dis-
ruption of this world's order. . ..

The Other and tiie Cosmic Viewpoint

The theme of creation may also follow on from a considera-
tion of the stars. Many writers play with the topic, from the
beautiful reworking of traditional Judaeo Christian ideas in
Uric Frank Russell's ‘Second Genesis’ (1951) to the nihilist
view of a galaxy created from the debris of the cosmos that
we find in Silverberg’'s The Masks of 'rime (1968). Several
writers explore the idea that the galaxy was created not di-
rectly by the Christian God but by a demiurge, well inten-
tioned but weak, who makes several mistakes. George Ze-
brovvski's ‘Heathen God’ (1971) makes fine use of this
theme. The demiurge was loving, and has left aloving spirit
among men. The ultimate God figure, the creator of all real-
ity, recedes further and further away as the story continues,
and the priest-hero realizes that the demiurge has no knowl-
edge of such a God. All we ran do is to live with the hope of
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perpetuating the demiurge's benevolence. The story trans-
lates Christian ideas of the Holy Spirit into its own terms. But
*Heathen Cod' is so complex that, despite its anthropocentric
emphasis, it might also intimate the possibility at least of a
benevolent creator on a vastly grander scale than the god di-
rectly responsible for this world in the story.

The interest in other planets and their possible inhabi-
tants raises specific theological problems discussed earlier.
In @ much more general sense it evokes the whole mystery
of man's relationship with the alien and the Other. The
strangeness of bizarre forms of life in the galaxy can he an
imaging of the frightening aspects of what is transcendent to
the individual ego and its controls. As J. Robert King has
pointed out, these aliens from other planets are often pro-
jections of lather and god figures. They may also embody
man's yearning to transcend his own isolations and limita-
tions. Lord Running Clam in Dick’s Clans of the -llphane
Moon (1964) is a spore clam that sacrifices itself for the
hero. There is something consoling and mov ing in the idea
of being cared for by a creature so different from man. In
Karl Barth's theology God is the wholly Other, to whom man
must yet relate himself in love if he is to be made whole.
Mini fears Otherness at the same time as he needs it to com-
plete himself. This theme is brilliantly explored in Dick’'s
I'lw Three Stigmata of Palmer Eldritch (1965), where the
alien is a terrify ing possessor who yet, because transcendent
to man. is a purl of God or an analogue of God. A similar
speculation occurs in Lem’s Solaris. One of the novel's cen-
tral themes is man’s urge to communicate with what is
beyond himself, and Lem is manifestly aware ofthere being
religious implications to this impulse.

The cosmic viewpoint that arises naturally in science fic-
tion, the interest in ideas about the creation, and the reflec-
tions of relativ ity theory all evoke a special interest in the
theme of time. Vonnegut's Slaughterhouse-Five (1960) uti-
lizes quasi-seientifie concepts to explore the difference be-
tween an earthly sense oftime and an eternal perspective, as
the hero is snatched out of this world to the planet
Tralfamadore. The cosmic viewpoint of the inhabitants en-
courages quietism and determinism, which Vonnegut seems
halfto urge and halfcondemn. In Perelandra C. S. Lewis dis-
cussed man’s deluded sense of lime, which Simone Weil,
like Lewis, sees as one of the primary results of the Fall. Sci-
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cnee fiction can make us aware of this delusion Its ntanipu
lating our ideas of lime, by oontrasliup dtir lime willi a cos
mie perspective, by fictionalizing \ersions,of lrue science,
and by using pseudo-scientific motifs like lime Ira\el. The
cosmic perspective and the motif of lime-travel also leads
science fiction vvrilei's to the same themes as Milton's had
angels, who debated:

Of IYo\ ictenee, foreknow ledge. Mill and fate.

Fixl fate, free Will, foreknow ledge Absolute.

And found no fnd in wandering Mazes lost.
If our time can he seen from an eternal perspective, then is
there free will? Or art* we involved in a predestined cosmic
plot? . ..

A Natl kal Co\ m <iio\

Metaphysics and theology have arisen naturally out of the
genre’'s common themes, the limits and ethics of science,
time, eternity, creation, and out of its radically future orien-
tation. At the furthest limits of this de\olopment towards the-
ology, a very specific ‘theologizing" occurs; that is, lhe ex-
ploration of arange of speculations about the nature of God,
from the mad god of Dean koontz's / Darkness in My Saul
(1972), through the imperfect deity of Lem’s Solaria, and the
incompetent one, powerless to bring about the end of the
world in Mark Geston's Out of the Mntilh of the Dragon
(1969), to the majestic but impersonal and indifferent Star
Maker (1937) of Olaf Stapledon. Philip Ix. Dick is a good ex-
ample of a recent and prestigious writer w ho explores lheis-
tie ideas of vary ing degrees of bizarreness or orthodoxy such
as the god whose carcase is found in space* in Oar Friends
from Froli.r & the evil god ofthe paranoid \ ision in Tailh of
Our Fathers’ (1967), and the totally Uiguslinian theodicy
find we find in Counter (dork llorltl (196Tb

Frit is simply a lesser reality, a ringJ'arthyyfront Him. It's the

lark of absolute reality, not the presence tf an evil deity.

Here St Thomas Aquinas, St Augustine and Frigena are
quoted to hack up the pMentation, through fictionalized
technology, of an ‘after life’ experience which brings you
into touch with the divine.

Various scientists and theologians hale been suggesting for
some time now that the views of modern science are much
more compatible with religion than those of the older science.
Teilhard de Chardin’s is only the most ambitious attempt al a
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synthesis. Harold Schilling, Emeritus- Professor of Physics at
Pennsylvania State University, claims in The New Conscious-
ness in Science and Religion that modern science acknowl-
edges its inability to grasp in its fullness a reality that is seen
as inexhaustible. Scientists now tend, in Professor Schilling’s
view, to see man as part of a universal creative process, not
inaugurated by us and to which we must humbly submit. The
word ‘transcendence’ is interpreted by Schilling as referring
not to ‘a spatial beyond but to the “infinitely more than” any-
thing observable directly in us or the cosmos’. (This sense of
science’s cognitive limitations is a strong theme in Solaris.)
The implications of various aspects of the new science for
theological concepts are considerable. . ..

T kvl s<km)ilg Oik Present Reality

What finally links religions aspirations and the best sci-
ence fiction is a common interest in transcending our pre-
sent reality. Both have a cosmic dimension. Both have a
common focus on the future of man, an interest especially
built into Judaism and Christianity. Cosmic awe, the per-
spective that comes from contemplating the stars, makes
us realize our littleness, as Troilus looks down from the
eighth sphere at the end of Chaucer’'s poem and smiles at
the triv iality of our concerns. Science fiction relates us to
vast cosmic forces. It is the opposite as a genre to what
D. Il. Lawrence once called ‘wearisome sickening little
personal novels’. Our earthly viewpoint is bound to be nar-
row and half-blind, and the epistemological sophistication
of modern science confirms this: ‘We see through a glass
darkly’, writes Philip K. Dick, quoting St Paul, and as the
critic Bruce Gillespie explains, Itick’s aim is not to give us
an ecstatic religious vision but to show us the frailty of our
reality and the intimations of another. Father Simon Tug-
well says that our world and our present human status are
‘provisional’. He cites St Thomas Aquinas's view that gen-
uine religious prophecy needs imagination, a gift for see-
ing that things could be other than they are, a gift of seeing
from God’'s viewpoint. We are not to be ‘conformed to the
present age’ (Romans 12, 2). He also explains that tran-
scendence is more atemporal than a spatial concept. In the
future man will be radically different from what he is now,
conformed not to the present age, but to Christ, the ‘first
fruits’ of the new humanity:
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Il dues mil yet appear irhal ire shall he, hut ire Iwnir Ihal

trheii he appears ire shall he like him, far ire shall see him as

he is. (I John 3, 1-2, licrised Slaiulanl lersiuu)

Tho genre of science fiction can help shatter the compla-
cencies of our present views of reality, anil make onr imag-
inations enjoyably receptive to new visions ofthi* future. Ob-
viously the great mass of work in the genre is formulaic. lIts
material is of interest to the psychologist, the sociologist and
even the theologian as a record of man's aspirations and
prejudices. It can entertain ns and soothe us with pre-
dictable futures and safe horrors. But it hears the same rela-
tionship to the greatest achievement-' and potential of the
genre as a British country-house detective novel of the 1920s
bears to Crime and Punishment. The idea of transcendence
creates a common ground between aesthetic criteria for
evaluating science fiction and a degree of theological inter-
est that goes beyond the purely diagnostic. For, in tin- best
science fiction with theological implications, we are startled
in some way. It may merely be that shock of newness which
is essential for the effect ofa witty or even blasphemous ma-
nipulation ofreligious ideas. It may he the playful shock of
an intellectual puzzle in which a tired dogma is confronted
with a facet of reality that tests or breaks it. Or the aesthetic
shock may come from the comedy or the tragedy of man’s
attempts to transcend himself through science and technol-
ogy. Religious science fiction might condemn the attempt as
futile by the standards of a different transcendent vision id-
together, or it might even celebrate it as an epic, God-given
and marvellous creative struggle, as Teilhard do Chardin
does. Bid the aesthetic shock to our complacencies that the
best science fiction brings is cognitive, a reminder of our
provisional status. We get the sense in Olaf Slapledon’s Last
and First Men (1930) that our present humanity is only a
brief stage in the titanic mental and spiritual imitations that
man must undergo. Scienee fiction from a eommitledly reli-
gious point of view will fall into stale pieties unless it can
present old doctrines prophetically, in the challengingly cos-
mic and futurist dimension which is of their essence. Tlu*
best science fiction from tin agnostic or atheistic point of
view has often indicated, like Stapledon's, that the inex-
haustible creativity of man and the cosmos utterly tran-
scends our present experience.



Frankenstein and
the Female Voice
IN Science Fiction

Jane Donawerth

Instructing as a professor of English in women'’s
studies and comparative literature at the | Diversity
of Maryland in College Pink, Jane Donavvertli has
designed courses Ihttl study the relationship of
women and science fiction. She credits Mary Shelley
with inventing the Retire with her famous novel.
Frankenstein. Domivvcrth asserts that with this novel
Shelley rates complex and important issue's that
have had it lasting impact on the genre of science fic-
tion. esneciallv for the women writers who have fol-
lowed Shelley's lead. In this regard, Donavvertli ana-
ly/ex and explains some of Shelley's prevalent
concerns in Frankenstein such as: contending with a
male-dominated science that excludes women, ex-
ploring till' Identity of woman as alien, and finding a
voice within an overtly masculine narrative.

At the beginning of the history of science fiction stands a
woman writer. Mary Shelley, hut ironically one who con-
ceived of science fiction as a male story. Her Frankenstein
defines the genre, hut male critics have taken at face value
her assumption of science fiction as male, writing her own
contribution out of its history. Mark Rose, for example, ex-
plains that Frankenstein is not really science fiction because
Mary Shelley did not mime it that and the genre did not yet
exist (1981). And Darko Suvin dismisses Frankenstein as a
“flawed hybrid,” a portrait of failed proletariat revolution
(1979). Moreov er, numerous editors of science fiction histo-
ries and encyclopedias have simply left women out of their
works. Nevertheless, women writers have continued.

K\rerpte<l I'mm i“r<ifil;riislrin's Daughters, In Jane Donawerlh, Cop\riiilil < IM)7 In
Swaruse | ni\ersil\ Press, Hrprinled In permission of Swaruse | ni\ersit\ Press.
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stubbornly, I(> W ill' science fiction, 'They hove returned
again and again In lhe complexities of the questions Ihal
Shelley raised: making a science ilial does not exclude
women, creating an identity Jor woman as alien, and finding
i voice in a male world.

Indeed, these three crucial problems took shape in Mary
Shelley's Frankenstein, suggesting that they are cultural as
much as literary inheritance. And just as men in the 1920s
and 1950s pulps reprinted Il. 0. Wells. Jules Verne, and
Edgar Allan Poe, modeling stories after them in order to con-
stitute their modern genre, so women presented themselves
iis Frankenstein’s daughters, alluding to Vlary Shelley and
Frankenstein in constituting their version of seienee fiction.
In the 1920s and 1950s, allusions to Mary Shelley's Franken-
stein occur in Clare Winger Harris’'s “The Artificial Man”
(1929), Sophie Wenzel Ellis’s “Creatures of the Light”
(1950); Kathleen Ludwick’s “I)r. Immortelle” (1950); and
L. Taylor Hansen’s “The City on the Cloud” (1950). Even
Charlotte Perkins Gilman’s Herland echoes Frankenstein,
rewriting Victor's jubilation: “She alone had founded a new
race!” (1979). In subsequent writers, Shelley's influence is
equally important. In C. I. Moore's "No Woman Horn”
(1944) in The Best of C. k, Moore, the scientist Malt/.er and
the woman whom he has recreated, Deirdre, debate
whether or not he is a “Frankenstein” (1975). Faced with
gender restrictions, Joanna, one protagonist of Joanna
Russ’s The Female Man (1975), cries, “1am a poet! | am Shel-
ley! I am a genius!” Phyllis Gotlieb includes a poem entitled
“ms & mr frankenstein” in her collection of short stories.
Son ofthe Morning and Other Stories (1985). And Joan Slon-
czevvski's Spinel fears that he is "becoming a monster" be-
cause ofShoran breath microbes (1987). Robin Roberts fur-
ther argues that Doris Lessing's The Sirian F.rperimenls is a
“revision of Shelley's Frankenstein” (I9:RiJ. In an essay on
writing seienee fiction. Cherry Wilder claims that Franken*
stein was a turning point in two ways, "one when | realised
Frankenstein was written In a woman, and another when |
realised that she was nineteen years old" (1992). | suspect
that lhe many monster stories by women, from Ellis's "The
W hite Wiztird” and Harris's "'I'"he Artificial Man," to C. L.
Moore’s “No Woman Born,” Judith Mend's "That Only a
Woman” in Out of Bounds, and Oetavia Butler’s "Hloodi hild”
are all to some extent reworkings of the issues of illegitimate
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birth and monstrosity that Frankenstein raises. These
women's knowledge of Shelley as a predecessor quite prob-
ably enabled them to write. Bid they also then carried into
their own works Shelley's problems with the genre. Even by
the 1920s, an exclusively male science, first person male
narration, and the woman as alien wer e established conven-
tions in male “scientifiction." Mary Shelley’'s strategies for
surviving the patriarchal and generic restrictions, therefore,
were also helpful guides for women writers.

Tiik Tiiimi:oi Mvik-llominvm» Sciixci

Let us begin with the science in Frankenstein. As Victor
Frankenstein relates his Sion to Robert Walton, he gradually
details a more and more disturbing picture of the male sci-
entist. As a hoy, Victor “delighted in investigating [the]
causes [of things]," and early fell “the enticements of sci-
ence.” To him. “The world was ... a secret” and he felt “glad-
ness akin to rapture" through his “earnest research to learn
the hidden laws of nature.” Ilis “object of pursuit” was “the
inner spirit of nature” and “the physical secrets of the
world." As an adult he turns to the alchemists because he
thinks that lie has found men who “had penetrated deeper
and knew more." But he eventually learns that their knowl-
edge is outdated. Kot until college is he again stirred by en-
thusiasm for science: there he hears M. Waldman extoll “the
modern masters” of science, who “penetrate into the re-
cesses of nature and show how she works in her hiding
placets.” The “master" and the “her" are crucial: for Victor
Frankenstein, the scientist is male and nature is female; sci-
ence is the domination of nature. The domination is erotic:
the scientist pursues nature, uncovers her and unveils her,
penetrates her. and rejoices in his mastery.

As the feminist historian* of science. Carolyn Merchant
and Fvelv n Fox Keller, have pointed out, in the words of male
scientists from Bacon to DMA specialists, the history of sci-
ence is the history of male study of “female" nature, and
erotic and patriarchal assumptions about controlling women
inform science. Nor is Victor the only male scientist in
Frankenstein to use these metaphors. Robert Walton admires
Victor Frankenstein's “penetration into the causes of things”
(1985); he likew ise hopes to achieve fame from science, ex-
ploring “over the untamed vet obedient element,” and aim-
ing for a “know ledge" that would give "dominion ... over the
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elemental foes of our raee.” Fxploration offers him “cnlice-
ments” and the hope of “dis.covering [dis-coscrinfi?! a pas
sage near the pole” or “the secret of the magnet." Tims sci-
ence is conceived of as an erotic act—Carolyn Merchant
would say rape—and Victor Frankenstein's quest for life
seems to typify the male scientist's activity, for \ictor, sci-
ence at times seems “a deformed and abortive creation"; at
other times, the source of “immortality and power.” By
“pursuing] nature to her hiding-places” he “discover|s| the
cause of generation and life” and experiences “the most grat-
ifying consummation” of his “toils.” The result, he first imag-
ines, will he “[a] new species,” the scientist usurping both
God’'sand woman'’s powers of creation, as well as experienc-
ing his own self-sufficient consummation: “No father could
claim the gratitude of his child so completely as | should de-
serve theirs.” With great horror Victor learns instead that his
illicit intercourse with nature has produced a monster, an
“abortion.” Thus, as Anne Ix. Mellor has detailed, Mary Shel-
ley in Frankenstein “challenged any conception of science
and the scientific method that rested on a gendered defini-
tion of nature as female.”

For Mary Shelley, then, a significant constraint in the cre-
ation of her story was the exclusion of women from science
in her culture, and the resulting image of a female nature as
the object of male study. Indeed. Victor must leave the world
of women entirely and enter the university world that ex-
cludes women in order to practice his science. These as-
sumptions about the nature of science determine that scien-
tists must he male, and that the quest, erotic and illicit, must
be profane. Flizabeth, because she is a woman, cannot be a
scientist, but she can have a different, holy, relation with na-
ture: “In the majestic and wondrous scenes which sur-
rounded our Swiss home—the sublime shapes of the moun-
tains, the changes of the seasons, tempest and calm, the
silence of winter, and the life and turbulence of our Alpine
Summers—she found ample scope for admiration and de-
light.” “With a serious and satisfied spirit," Flizabeth can
achieve a union with nature because women arc nature.
Mary Shelley allows a brief glimpse of a utopia® relation
with nature. But she also allows the problem of science sim-
ply to stand: from its illicit eroticism her story derives much
of its anguish, from what Margaret Homans calls Franken-
stein’s “oedipal violation of Mother Nature" (1987). And
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I'mm Alary Shplley, as well as from their patriarehal culture,
later women writers of science fiction inherit science as a
problem for women writing science fiction. Some women,
like Shelley, detail the story of science as illicit intercourse.
Many modern writers . .. alternatively construct a utopian
science based on different metaphors, Elizabeth’'s meta-
phors—a science that places women as subjects at its center.

Tin: Depiction ok Womw as Alien

Intimately connected with the construction of science in
Frankenstein is tilt* depiction of woman as alien. The women
of Frankenstein are all marked by difference. Elizabeth—
found, not created by the Frankenstein family—seems "of a
distinct species, a being heaven sent, and hearing a celestial
stamp in all her features." She prov ides “diversity and con-
trast" to \ idol', and is herself “saintly," “celestial,” Victor see-
ing her function only in terms of this difference: “She was
Ilhere to subdue me to a semblance of her own gentleness."
After her unjust condemnation for William’s murder, .lus-
line admits, “1 almost began to think that | was the monster
that he said | was.” Thus women in Frankenstein, as in much
of Western literary history, are marked as either angels or
monsters, both outside of normative society.

This positioning of woman as alien is most strikingly pre-
sented in Frankenstein in the character of Safie. Although
Safie's father is “the Turk” and represents the unjust preju-
dice that Europeans hold toward non-Enropeans, Safie her-
self. always called “the Arabian," functions in the novel
more as a representative of gender difference than racial dif-
ferences! revealing Shelley's own racial prejudice. Like Eliz-
abeth and Agatha, Safie is “angelic,” with a “complexion
wondrously fair, each cheek tinged with a lovely [link.” She
has taken from her Christian mother not only her complex-
ion, but also her “higher pow ers of intellect and an indepen-
dence of spirit" unlike that of other Muslim women. But this
independence marks her for Shelley as different not only
from Muslim women but also from the other Christian
women we see in this novel: Safie alone ofthe women trav-
els and adventures, exploring foreign lands, like the men of
the novel. Atthe center id' Frankenstein, then, is a hinted mo-
tif receiving much elaboration in later science fiction by
women: the woman as alien. In Frankenstein, the alienation
is simply represented and not developed into story: or.
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rather, it is developed by similarity to another alien—the
monster.

Like the monster, Safie is marked by lack of the dominant
language, and it is through helix’s teaching »f Safie that the
monster learns the language. Indeed, it is through helix’'s
teaching of Safie that the monster eomes to a recognition ol
his monstrosity—“When | looked around | saw and heard of
none like me. Was |, then, a monster . .. ?7—a recognition
that might equally apply to Safie. Their quests tire similar: the
monster “an imperfect and solitary being,” a “stranger"” seek-
ing through friendship to establish “intercourse” with the
cottagers; Safie, a “stranger” seeking through marriage to re-
main “in a country where women were allowed to lake a
rank in society.” Thus Safie, like the monster east out In her
lather-creator, freely chooses to alienate herself because of
her bitter resentment. Indeed, both Safie and the monster
suffer from their fathers' broken promises of intended mates.
Like the monster, Safie must learn a new language, a new
culture, in order to find a voice, in order to enter society. And
like Safie standing, voiceless, outside Kuropean society, all
the women of the novel stand ontside the narration, alien-
ated, hut with their feelings displaced by Shelley onto the
monster—as many recent feminist critics have shown. The
monster, like the women of the novel, is willing to “he even
mild and docile to my natural lord and king,” if he. in return,
is allowed to be king in his own home, to be given “a female
who will accompany [him] in [his] exile.” However, unlike
the monster and like many alien women who follow in sci-
ence fiction by women, Safie is not inferior to the man she
seeks to reach an understanding with across cultural bound-
aries: she brings her own gift of cultural difference across the
border, singing “to him the divine airs of her native country.”

In bYankenstein, the problem ofwoman as alien is thus in-
troduced into science fiction hut displaced onto the monster
and not resolved. In many later works of science fiction by
women,...the woman as alien is returned to, explored, ex-
panded as a symbolic category, and sometimes transformed
through equality of respect for racial, gendered, and per-
sonal differences. For help in interpreting the taxonomy of
alien women that later writers develop. | shall eclectically
draw on feminist psychology. In any ease, the woman as lit-
erally till alien, but a subject with a culture of her ow n. calls
into question the naturalness Of male superiority.
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TIHIK P rOBLKM OF M\M : IMaKKATIOIN

If the woman remains an alien in scienee fiction by women,
only recently in the pmre does she share and then usurp the
male human point ol'view. In the slrueture of male narration
in Frankenstein, we ean recognize the difficulties for a
Human writer The story is told in letters by Robert Walton
to his sister. This narrator is an adventurer, wending his way
further and further north towards the pole and to discover-
ies, further and further away from his sister-reader, Mrs.
Seville (“Civil”) and her “gentle and feminine fosterage.”
'This narrator also travels further and further from the
writer's own experience, the writer—Mary Whbllstonecraft
Shelley—Ilending her own initials not to the adventurer hut
to the supportive reader— Mrs. Margaret Walton Sav ilk*. Like
Robert Walton, the second narrator, Victor Frankenstein, is
male, a scientist who adventures into unknown realms not
geographically hut in his laboratory. Again, the spaces he in-
habits, and flu story he tells, are exclusively male: he must
journey to the all-male univ ersity in order to make the mon-
ster. Finally , we hear in the middle of the tale from the mon-
ster, who is also male, despite his parallels to Safie. lie, too,
would learn patriarchy, congratulating himself on his supe-
riority when he learns the language much faster than the
woman. For Mary Shelley, male narration,, of course, was ft
solution as well as ft problem, its it lifts become for many
later women writers of science fiction: male narration al-
lows a woman to enact vicariously a title of adventure, a tri-
umph of science, in ft sexist society that rarely allow $the fe-
male person such freedoms.

However, for a woman writer, male narration is not only
a freedom hut also a constraint: where can we put ft female
voice when so much of the text is spoken by men? In
Frankenstein, Shelley experiments both with male narration,
and also with strategies for resisting it and subv erting it. Sev -
eral of these strategies become important to later women
writers of science fiction. First, she interpolates a female
voice: Elizabeth writes Victor two letters. As in later experi-
ments with female voice in science fiction before 1960, Eliz-
abeth’s letters represent a misplacement in science fiction
because they are hound so entirely to gender, to the middle-
class domestic details of women’s lives. Elizabeth could per-
haps write a novel by Mrs. Gaskell, hut she could not write
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the science fiction novel that Shelley herself u tiles. Second,
Shelley resists mttle narration by providing the monster its
an alien voice, an abnormal male with whom female Pend-
ers can sympathize. With his insistent “Listen to my tale. ...
Listen to me, Frankenstrin. ... Listen to me,” the monster
interrupts and resists the title that Frankenstein is himself
telling Walton. In this subversion of male narration, the
monster expresses “the barbarity of mint." standing outside
his gender hut still retaining some of its privilege and au-
thority.

Finally, Shelley retains the male narrator hut forces him to
undergo a distinctly feminine experience. Again, like many
later women writers of science fiction, Shelley imposes it
feminine story on a male narrator-protagonist. In Franken-
stein, Shelley dislocates the story of illegitimacy, placing it on
Victor Frankenstein. She can thus turn male narration into a
conversion story; she can also explore the feminine story in
terms not only of guilt but also of triumph.

The fiction of ;m aristocratic vwvomtui conceiv ing an ille-
gitimate child wits common among women writers who pre-
ceded Shelley. We may take as representative of Shelley’s in-
heritance the story of Lady Rmilia in Sarah Scott's 1762
novel, Millenium Hall. The Lady Emilia, in a moment of pfts-
sion, conceives a child by her honorable fiance. Lord Peyton.
The next day she realizes her terrible mistake, refuses to
marry him knowing that lie could never respect her. bears
the child secretly and gives it up in order to protect her fam-
ily honor, and spends the rest of (ter life in penance sepa-
rated from both her lover and child. After her lover’'s death,
she reconciles with her child, revealing the truth only on her
own deathbed. She is heroic because she litis enacted suffi-
cient penance, but she litis, of course, also punished til! those
connected with her: her fiance has been deprived of a wife
and her baby of both parents, nor etui her daughter marry
once she learns her monstrous lineage. The story of the ille-
gitimate mother is tin' story of a lifetime of anguish as a re-
sult of her secret creation.

Similarly, Victor Frankenstein, in “a moment of presump-
tion and rash ignorance.” creates the illicit monster, “the life
| so thoughtlessly bestowed.” Like the Lady Fmilia, he im-
mediately sees his error, deserts the monster, and spends
the rest of the novel in anguished, secret penance for the
“wretch whom | created." Like the Lady Fmilia, Frailken-
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stein has a "dreadful seerel” that obstructs his marrying.
Also like the Lady Kmilia, Frankenstein avoids making him -
self known to his child until he dies, and so Frankenstein en-
acts the penitent woman on his/her deathbed. This narrative
technique is, in fact, cross-dressing: the male narrator is
wearing the story of the fallen woman with an illegitimate
child. By displacing this feminine story onto the nude narra-
tor, Shelley enables male conversion: Victor Frankenstein
eventually “fell what the duties of a creator were”—not in
the form of financial responsibility like Lord Peyton, but in
the form of responsibility for the “happiness” of the creature,
like the Lady Fmiilia.

Victor's conversion comes too little and too late, but again
Shelley’s strategy is extended and experimented with in
many later novels by women. In Marge Piercy’s lloman on
die Edge of Time (1976), for example, future science enables
men and women to engender life in the laboratory, and men
undergo in a utopian setting the feminine experience of nurs-
ing. In Jayge (.air’s Leviathan's Deep (1979) and in Octavia
Butler's"Bloodehild” (1984), men are raped by alien females,
and in Butler's story, men undergo pregnancy, caesarean
section, and all the physical and emotional dangers of un-
wanted childhearing. In Shelley's novel, the satisfaction of the
story derives not from Frankenstein's androgyny, since he
never lives up to the calling of mother, hut instead, from the
revenge of easting ;t powerful male in it woman's story, from
nutking .a least one imaginary male feel what many women
had fell (including, perhaps. Mary Shelley, her mother, and
her hall sister—all of whom bore illegitimate children).

In creating the genre of science fiction, in fusing the ro-
mance with enlightenment rationality. Shelley created a
genre that gave women writers enormous freedoms—to he
adventurers and scientists, imaginatively, to he vicariously
what their society denied them. But Shelley also created a
genre inheriting the limitations of her patriarchal society: a
society in which women were denied education and careers
in science, in which women were constructed as aliens, and
in which men retained the license to speak and control the
stories. These, | think, are the limitations that women writ-
ers of science fiction have surmounted throughout the twen-
tieth century in an infinite variety of ways.



Asimov and the
Morality of Artificial
Intelligence

Patricia S. Warrick

Patricia S. Warrick is an eminent scholar of science
fiction. Contemplating the value of the genre as a
means of education in the subjects <Ppolitics,, an-
thropology, psychology, and philosophy, Warrick is
particularly interested in such science fiction mas-
ters as Philip K. Dick and Isaac Asimov. In this selec-
tion Warrick examines Asimov's use of robots in his
work, and especially his developmenl of the theme of
artificial intelligence. Warrick believes Ilhat Asimov,
perhaps more than any other writer, has made the
most significant contributions in this area, explain-
ing that Asimov’s Three l.avvs of Robotics formed a
basis from which he continually drew Ini' his mate-
rial. She asserts lhat Asimov's later robot stories con-
template the ethical and philosophical implications
of artificial life more than his earlier writings, a the-
sis which Warrick explores by comparing stories
from different phases of Asimov's work.

Because the imaginative literature abend computers and ro-
bots is so extensive, it is helpful to he familiar wilh its im-
ages, themes, and issues, for this overview there is no better
source than the cybernetic fiction of Asimov. lle has wrilten
thirty-five works of fiction about computers and robots, a far
greater number than any other writer. Tin' fiction extends
over a long period of time: the first was published in 1940,
the most recent in 1976. Asimov has been both comprehen-
sive, thoughtful, and imaginative in creating his substantial
body of fiction.

Asimov is optimistic about the relationship of man and in-
telligent machines. Asimov has labeled the fear of mechani-
lacit|)l(ml Iruin The f.'yheenetic Imagination in Science Fiction, h\ I'<ilriei;i S. Woi'iick.
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cal intelligence the “Frankenstein complex.” He does not
have this tear, nor does he approve of those who do. He be-
lieves that machines take over dehumanizing labor and thus
allow humans to become more human. In his words, “the
electronic computer is far superior at those mental tasks that
are dull, repetitive, stultifying find degrading, fencing to hu-
man beings themselves the far greater work of creative
thought in every field from art and literature to science and
ethics.” 1lis optimistic attitude is notable because it is the ex-
ception to much of the SF written since World War It. ...

In his robot stories most of the populating resents robot
research and resists the use of robots, so most rtf the devel-
opment and testing goes on in outer space* hi “Profession”
(1957) he summarizes this phenomenon of resistance to
change In creating a future world where the phenomenon
has become part of the system. In this imaginary world most
people have their brains wired to tapes and are programmed
like machines to function in a routine, nondev iating fashion.
Rare, creative individuals are set apart in a special house
where they follow the creative thrust ol their imagination.
Asimov's view is clear: Most members of society fire rigid,
like machines, find resist change; the rare individual with a
creative mind is the exception. The nineteenth-century Lud-
dites. smashing weaving looms in Fngland. were as pro-
grammed to a fixed pattern as (lie maohinPs they attacked.

Asimov's cybernetic fiction can he divided into three
phases. During the first, from 1940 to 1950, he wrote a dozen
stories primarily about robots, wills only two Computer sto-
ries. Nine of these stories were collected find published as /,
linbiil in 1950. IHiring his second period, from 1951 to 1901,
he wrole another dozen or so stories and the novels The
Tubes of Sleet find The \aked Sun. Many of the stories and
the two novels were collected and published under the title
The liesl of the linbols. In 1958 he turned from wciting SF to
wriling ahold science, and not until the mid 1970s did he
write more fiction about computers and robots. The liieen-
third period and demonstrates the evolution of Ins ideas
about tlie key role computers will play in mail's future.

Tin: Asimoviw View vm»tin: Sciiim ih < Minium

The Asimov ian view gives a kind of unity to all his fiction
about computers and robots, from the first story in 1940 to
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the last ill I')7(i. This view holds that man will continue lo
develop more sophisticated technology; he will become
more skillful at solving societal and environmental prob-
lems; he will expand outward and colonize space. Manx of
the stories share the same characters and settings. L.S. Ito-
bots and Mechanical Men. Ino, builds the first robot hi 1998
and the progress of the corporation is guided for mam
years by I)r. Susan Calvin, “the brilliant roboticist who had,
virtually single-handedly built up the positronie robot from
a massive toy to man’s most delicate and versatile instru-

ment. . . .” The most recent stories tire set two hundred
years later, Susan has died, and the new roboticist is Mervijt
Mansky.

The stories are often concerned with the same themes:
the political potential ofthe computer, the uses of computers
and robots in space exploration and development, problem
solving with computers, the differences between man and
machine, the evolution of artificial intelligence, the ethical
use of technology. This last theme is explored through Asi-
mov’'s Three Laws of Robotics, first fully stated in
“Runaround,” Asimov’s fifth robot tale. They appear in
many other stories and are crucial to three stories in The Bi-
centennial Man.

Asimov handles machine intelligence both realistically
and metaphorically. In stories about computers, technol-
ogy functions very much like existing technology. Large
stationary machines store, process, and retrieve data; do
mathematical calculations at incredible speeds; play math-
ematical games; make logical decisions. Asimov is know |
edgeable in the concepts of computer science, and his por-
trayals are always intelligent and accurate. He has been
wise enough to omit specific descriptions of computer
technology, and consequently the material does not be-
come dated—something that can easily happen if the
writer portrays details of the technology because it is
changing so rapidly in the real world. Asimov’s robots are
much more metaphorical than his computers. In the real
world no robots comparable in form to those he pictures
have been built, nor is there much possibility that they will
he in the near future. Only specialized industrial robots
performing limited functions are being developed. The all-
purpose robots that Asimov pictures might be possible, but
the specialized ones are economically more feasible. It is
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mow meaningful to regard his robots as a metaphor for all
the automated electronic technology—in a variety of
forms—that will replace most of man’s physical and rou-
tine mental work in the future.

Asimov rarely uses dramatic conflict to develop his plots;
instead he relies almost entirely on puzzle or problem solv-
ing to create suspense and to move his plot forward.
Through all his fiction rims the theme of faith in the ability
of human reason to solve problems. Ills fiction is cerebral,
grounded in sound science and logic. The action is more of-
ten mental than physical. In a typical story a problem or
puzzle is defined; as much data as possible is collected and
e\ aluated; a hypothesis is formed, providing a basis for a set
of predictions about the solution to the problem; finally the
predictions are tested. If they are incorrect, the process is re-
examined until the difficulty is discovered. This procedure,
of course, is the scientific method. The universe for Asimov
is more mysterious than threatening. llis use of the puzzle
paradigm, rather than the conflict paradigm, seems related
to his optimistic view of computer and robots. llis short
story "The Evitable Conflict" reflects his altitude toward
conflict. The future world is one in which society has
learned to avoid war In his fiction Asimov also avoids the
conflict mode. ...

Asimov’s T urkic Laws of Robotics

flic Three Laws of Robotics have attracted more attention
than any other aspect of Asimov’'s cybernetic SF. In SF reli-
gious tales are rare. So are stories debating the niceties of
various moral codes. SF has traditionally based itself on the
natural and social sciences, which aim to he analytic not
normative. Certainly no writer grounds his fiction more
solidly in science than Asimov ,yet he has formulated an eth-
ical code now famous in and out of SF.... Even Asimov him-
self expresses amazement at the wide influence of those
Three Laws. "It is rather odd to think that in centuries to
come, | may he remembered (if | am remembered at all)
only for having laid the conceptual groundwork for a sci-
ence which in my own time was nonexistent." The laws are
as follows:

I. A robot may not injure a human being nor, through inac-
tion, allow a human being to come to harm.
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2. A mbol must obey the orders Riven it by human beings
except where sueli orders would conflict with the First Low.

1. A robot must protect its own existence as long as such
protection does not conflict with the first or Second Low,

I'ne Three Laws are an important .element in at least o
dozen stories. Asimov explains that “there was just enough
ambiguity in the Three Laws to provide" the conflicts and un-
certainties required for new stories, and to my Rival relief, it
seemed always to be possible to think up a new oiirlc out of
the sixty-one words of I’he Three Laws.” In “Robbie” (1910)
the First Law apparently served no purpose other than to as-
sure man that a robot was harmless. . ..

Asimov’s Robots Evolve in His Later Work

Asimov’s imaRination constantly spirals forward into new
possibilities. Robbie, his first robot, was a Riant toy pro-
Rrammed to entertain and protect a child. Later his robots
labored in space. In his most recent writing robots acquire
characteristics previously ascribed only to humans—char-
acteristics like creativity and the capacity to make judg-
ments. Finally the complexity of the robots leads Asimov in
The Bicentennial Man to surrcsl that ethical considerations
concerning man may need to be extended to include ma-
chine inlelliRence.

Several of the short stories in The Bicentennial Man pair
with earlier fiction; comparison shows how Asimov’s think-
ing has evolved over th(" hist thirty-five years. "Lvidence”
(H)46) considered whether a robot might not be as efficient
a mayor as a human. In “Tercentary Incident” (1976) a robot
serves as president of the | inited Stales. In both instances the
Rener.il public is unaware of the substitution of machine for
man but enjoys the benefits that result from more efficient
government.

Another pair of stories pictures a world governance struc-
ture operated by computer. In the early story, "The F.vitable
Conflict,” the world economy has been stabilized, underem-
ployment and overproduction have been eliminated, and
famine and war have disappeared. The recent “Life and
Times of Multivac” also pictures a World system operated by
computer, but the details of the process are more specific,
Ylultivac is “a global presence knit together bv wire, optical
fiber, and microwave. It bad a brain divided into a hundred
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subsidiaries but acting as one. It had its outlets everywhere
and no human being ... was far from one.” Robots perform
all necessary work, and mankind has an abundance of
leisure time. But human nature, ever perverse, is unhappy
in its peace, leisure, and economic abundance. The majority
feel that their freedom has been confiscated and that they
are being forced to live in slavery under the rule of Multivae.
The protagonist of the story, listening to the pleas ofthe ma-
jority. devises and carries out a plan that irrev ersibly shuts
down the computer system. Then he and his fellow men face
one another in solemn shock at What they have done: traded
peace and security for freedom.

In "The Life and Times of Multivae." as in all his other sto-
ries. Asimov has a comprehensive grasp of the issues raised
by the development ofartificial intelligence. Machine systems
can remove the drudgery of work: they can be used in plan-
ning and decision making: they can store and process vast
amounts of information, thus augmenting man's mental
power. But these benefits have a cost. Man must replace his
image of himself as a rugged individualist free to do as he
wills with an image of himself as a systems man living in
symbiosis with his machines. In The (‘'ares of Steel Asimov
calls this supportive relationship a C/Fe culture: carbon (C) is
the basis of human life and iron (Fe) of robot life. A C/Fe cul-
ture results from a combination of the best df the two forms.

In the stories of the third period artificial intelligence has
evolved substantially beyond its level in the earlier works.
The goal of the computer scientists in "Feminine Intuition"
(1969) is to develop a creative robot. The principle of uncer-
tainty. explains Research Director Bogeri. "is important in
particles the mass of positrons.” If this unpredictability of
minute particles can be utilized in the robot design, it might
be possible to have a creative robot. "If there's any thing a hu-
man brain has that a robotic brain lias never had. it's the
trace of unpredictability that comes from the effects of un-
certainty at the subatomic level... this effect has never been
demonstrated experimentally within the nervous system,
but without that the human brain is not superior to the ro-
botic brain in principle." If the uncertainty effect can be in-
troduced into the robot brain, it will share the creativ ity of
the human brain. The research is successful, and L,S. Ro-
bots produces the first successful design of creativity in arti-
ficial intelligence.
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-mStranger in Paradise" (1971) describes another aspect id
the evolutionary process augmenting the capability nl artili
rial intelligence. Vrobot, designed lor use on Mereurv. is op-
erated via radio control by tin Larth-based computer as
complex as a human brain. The robot results from the col-
laborative research of a specialist in the human brain and a
specialist in computer science. When the robot lands on
Mercury, he capers in joy at reaching the paradise (or winch
he was designed. Here is a new form of intelligence rejoic-
ing in the environment of outer space so inimical to man's
survival. Asimov suggests that the machine form may be
ideal for housing intelligence as it journeys among the stars.

"That Thou Art Mindful of Him" (1974) pictures the de-
velopment of the positronie brain with the capacity for judg-
ment. Judgment is developed in the robot because it is re-
quired to cope with conflicting orders from two humans.
The Second Law says he must obey—but which order.' The
answer is that he must obey the human most lit by mind,
character, and knowledge to give that order. However, once
the capacity for judgment is designed into the robots, they
begin to use it in unanticipated ways. The Robot George Nine
decides he will "disregard shape and form in judging human
beings, and ... rise superior to the distinction between metal
and flesh." He concludes, after exercising his judgment, that
his fellow robots are like humans, except more fit. Therefore
they ought to dominate humans. The possibility that ma-
chine intelligence may be both superior to human intelli-
gence and likely to dominate human intelligence appears
for the first time in this story. Asimov's robots have now
evolved a long way from that first clumsy Robbie in 1940.

The Power of “The Bicimi vmu MwW

The last design for the evolution of artificial intelligence ap-
pears in "The Bicentennial Man" (1970). Here pure intelli-
gence. irrespective of carbon or metal form, appears. This
story, awarded both the Hugo and Nebula awards in 1977. is
Asimov's finest fictional work. . . . Told in twenty-three
episodes, it covers two hundred years in the life of the robot
Andrew Martin. Asimov's approach to the puzzle of intelli-
gence. human or machine, gives the story its power. Invert-
ing the obvious approach—man examining artificial intelli-
gence— he has Andrew explore the nature and implications
of human intelligence. Asthe story opens. Andrew is an obe-



17> Science Fiction

dienl household servant for the Martin family, much the role
of Asimov’s early Robbie. But Andrew is a mutant robot form
with ail unusual talent: he is creative. He produces exquisite
wood carvings. Just as he has transcended the patterns of
previous robots, so he aspires to transcend the limits of the
role they occupied in society, lie desires to be free, not a slave
to man, but this seems a clear violation of the Second Law.

Andrew’s struggle to evolve beyond bis programmed obe-
dience is dramatized with great economy. The Martin family
represents the small group of humans who realize the po-
tential of artificial intelligence and take actions to foster and
expand it. The I'S. Robots Corporation symbolizes the eco-
nomic system supported by the mass of men who wish only
to exploit robot technology for profit. They feel no ethical re-
sponsibility to this emerging form pfintelligence.

After a long struggle the courts declare Andrew free.
Then, bit by bit over the ensuing years, Andrew moves to-
ward fulfilling his aspiration to become like his masters. His
potential, his determination, and the support of a few dedi-
cated individuals yield slow progress. ...

Andrew is not alone in his learning activities. The re-
search of man into artificial intelligence and sophisticated
mechanical devices continues. The science of prothestology
develops rapidly and becomes increasingly skillful at re-
placing human parts—kidney, heart, hands' with mechani-
cal parts. Andrew draws on this new technological expertise
to have his positronic brain transplanted into an android
body.

With Andrew’s increasing intelligence comes increasing
awareness of the price he pays for approaching humanity.
Complexity yields ambiguity. The moral simplicity of his
early life when he was an obedient servant is gone. To
achieve what he has, he had to ask others to lie for him. lie
resorted to pressure and blackmail. But given bis aspirations
to become a man, he is willing to pay the price. Because his
robot intelligence is never muddied by emotions, be can rea-
son clearly and with utmost logic. He finally sees that lie
cannot be declared a man as he had hoped, despite his free-
dom, intelligence, and organic body, because his brain is dif-
ferent. The World Court has declared a criterion for deter-
mining what is human. “Human beings have an organic
cellular brain and robots have a platinum -iridium positronic
brain....” Andrew is at an impasse. 1lis brain is man-made:
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Hie human brain is not. llis brain is constructed; man's
brain is developed.

Finally Andrew pushes lhe implicalions of tins statement
to its ultimate meaning. The greatest dilTerenee between, ro-
bot and man is the matter of immortality. Ile reasons, "\\ ho
really eares what a brain looks like or is built ol'or bow it
was formed? What matters is that brain cells die; inasi die.
Kveu if every other organ in the body is maintained or re-
placed, the brain cells, which cannot he replaced without
changing and therefore killing the personality, must eventu-
ally. die.” He realizes that the price of being human is to sac-
rifice his immortality. In the final moving episode of the
story he submits to surgery that rearranges the connection
between organic nerves and positronic brain in such a way
that he will slowly die. When he performs this ultimate act
of sacrifice, the court at last declares him a man.

“The Bicentennial Man” is a powerful, profound story for
several reasons. Foremost is what Asimov leaves unsaid.
The story follows the movement of mechanical intelligence
toward human intelligence and death. Bid Andrew's
progress toward manhood and death unfolds against man's
development of technology and movement tow ard artificial
intelligence and immortality. Knowledge or information
eventually dies in the organic brain, but it can survive in-
definitely in a mechanical brain. Thus the inorganic form
may w'ell be the most likely form for the survival of intelli-
gence in the universe. As machine intelligence evolves to
human form, human intelligence is evolving toward ma-
chine form. A second implication of “flic Bicentennial
Man,” again unstated, is that a line between the animate and
the inanimate, the organic and the inorganic, cannot be
drawn. If the fundamental materials of the universe are mat-
ter, energy, and information patterns (or intelligence), then
man is not unique, lie exists on a continuum with all intel-
ligence; he is no more than the most highly evolved form on
earth. This view implies that ethical behavior should extend
to all systems because any organizational pattern—human
or nonhuman, organic or inorganic—represents intelli-
gence. A sacred view of the universe, the result not of reli-
gious mysticism but of pure logic, emerges from this reading
of “The Bicentennial Man.”



The Nature of Reality
Philip k. Dick

Philip k. Dick (1928-1982), a prolific writer, is the
author of On indroids Dream of Electric Sheep?
(upon which the film Blade Banner is based), The
Man in the High Castle in Hugo Award winner), and
Flair My Tears, the l'olircniaii Said (winner of the
John \\. Campbell Memorial Award), as well as
many other mind-bohditifg tales. Now receiving
nun'll criHral atlenlion from scholars, he is seen as
one of science fiction's greatest visionaries, and not
only in an artistic sense, for Dick actually believed
himself the recipient of mystic revelation. In his
work he is obsessed with the themes of the nature of
reality, and. In extension, what it means to he hu-
man. In this excerpt from a speech he delivered at a
science fiction conference. Dick discusses his fa-
vorite themes in depth, giving some insight into
philosophical concepts of the construction of reality,
including the notion of a delusional, false existence.
Dick relates these themes to the writing of science
fiction, which he believes is one of (lie many medi-
ums through which reality can he manipulated.

Science fiction wliters. | am sorry to say, really do not know
anything. We can't talk about science, because our knowl-
edge of il is limited and unofficial, and usually our fiction is
dreadful. \ lew years ago. no college or university would
ever have considered inviting one of us to speak. We were
mercifully confined to lurid pulp magazines, impressing no
one. In those days, friends would say to me, “But are you
writing anything serious?” meaning "Are you writing any-
thing other than science fiction?” We longed to be accepted.
Me yearned to he noticed. Then, suddenly, the academic
world noticed us. we were invited to give speeches and ap-

IImin "Intmduelinn: Now In Build it | niwTsr Tlinl Doesn't Rill \part 'Pun Days Later,"
In I'hilip K. 1)irk. in / Hope | Shall Irriir Soon, In Philjp k. Dick, edited In Mark Hurst
and Paul Williams (Garden Cil\. M : Douhledn\. 1985). Cop\rij;ht 1 198) In the Es-
tate <d Philip I\. I)iek. Heprinted In permission nt'Seovil. Chiehak. and Galen Literary
\<iene\ on helm!'’<d the author's estate.
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pear on panels—and immediately we made idiots of our
selves. The problem is simply this: Whal does a science Fic-
tion writer know about? On wind topic is he.an authority?

It reminds me of a headline that appeared in a California
newspaper just before | flew here, scirvns'rs sw that viler,
cannot tit: madk to i.ook i.iki ill.man itigiNos. It was a feder-
ally funded research program, | suppose. Just think: Some-
one in this world is an authority on the topic of whether'
mice can or cannot put on two-tone shoes, derby hats, pin-
striped shirts, and Dacron pants, and pass as humans.

Well, 1 will tell you what interests me, w hat | consider im -
portant. | can't claim to he an authority on anything, hut |
can honestly say that certain matters absolutely fascinate
me. and that | write about them all the time. The two basic
topics which fascinate me are “What is reality?” and “What
constitutes the authentic human being?” Over the twenty-
seven years in which | have published novels and stories |
have investigated these two interrelated topics over and over
again. | consider them important topics. What are we? What
is it which surrounds us, that we call the not-me, or the em-
pirical or phenomenal world?

In 1951, when 1 sold my first story, | had no idea that such
fundamental issues could be pursued in the science fiction
field. | began to pursue them unconsciously. My first story
bad to do with a dog who imagined that the garbagemen
who came every Friday morning were stealing valuable food
which the family had carefully stored away in a safe metal
container. Every day, members of the family carried out pa-
per sacks of nice ripe food, stuffed them into the metal con-
tainer, shut the lid tightly—and when the container was full,
these dreadful-looking creatures came and stole everything
but the can.

Finally, in tie story, the dog begins to imagine that some-
day the garbagemen will eat the people in the house, as well
as stealing their food. Of course, the dog is wrong about this.
We all know that garbagemen do not eat people. But the
dog’s extrapolation was in a sense logical—given the facts at
his disposal. The story was about a real dog, and | used to
watch him and try to get inside his head and imagine how
he saw the world. Certainly, | decided, that dog sees the
world quite differently than | do, or any humans do. And
then 1 began to think, Maybe each human being lives in a
unique world, a private world, a world different from those
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inhabited and experienced by all other humans. And that led
me to wonder, If reality differs from person to person, can
we speak of reality singular, or shouldn't we really be talk-
ing about plural realities? And if there are plural realities,
tire some more true (more real) than others? What about the
world of a schizophrenic? Maybe it's as real as our world.
Maybe we cannot say that we are in touch with reality and
be is not, but should instead say, His reality is so different
from ours that he can't explain his to us, and we can't ex-
plain ours to him. The problem, then, is tilth if subjective
worlds tire experienced loo differently, there occurs a break-
down of communication ...and there is the retd illness.

| once wrote a story about a man who was injured and
taken to ft hospital. When then began surgery on him, they
discovered tilth be was tin android, not a human, but that he
did not know it. Then had to break the news to him. Almost
at once, Mr. Carson Poole discovered that bis reality con-
sisted of punched tape passing from reel to reel in his chest.
Fascinated, be began to fill in some of the punched holes and
add new ones. Immediately, bis world changed. A flock of
ducks flew through the room when he punched one new
hole in the tape, finally he cut the tape entirely , whereupon
the world disappeared. However, it also disappeared for the
other characters in the story ... which makes no sense, if you
think about it. Fnless the other characters'were figments of
bis punched tape fantasy. Which | guess is w hat they were.

W\t Is Hivirn?

It was alway s my hope, in writing novels and stories which
asked the question "W hat is reality?", to someday get an an-
swer. This was the hope of most of my readers, too. Years
passed. | wrote over thirty novels and over a hundred stories,
and still 1 could not figure out wliat was real. One day a girl
college student in Canada asked me to define reality for her,
for a paper she was writing for her philosophy class. She
wanted a one-sentence answer. | thought about it and finally
said, “Reality is that which, when you stop believing in it,
doesn't go away." That's all | could come up with. That was
back in 1972. Since then | haven't been able to define reality
any more lucidly.

But the problem is a real one, not a mere intellectual
game. Because today we live in a society in which spurious
realities tire manufactured by the media, by governments, by
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big corporations, In religious groups. political groups—anti
the electronic hardware exists In uliich to (It>li\cr these
pseudo-worlds light into the heads ofthe reader. the \icucr,
the listener. Sometimes uhon | watch my cloven year old
daughter watch T \. 1 wonder w lull she is being taught. The
problem ofmiscuing: consider that. Af\ program produced
for adults is viewed by a small child. Half of w hal is said and
done in the TV drama is probably misunderstood In the
child. Maybe it's all misunderstood. And the thin* is. Just
how authentic is the information anyhow, men if the child
correctly understood if? What is the relationship between
the average TV situation comedy to reality? What about the
cop shows? Cars are continually swerving out of control,
crashing, and catching fire. The police are always good and
they always win. Do not ignore that one point: The police al
ways win. What a lesson that is. You should not fight au-
thority. and even if you do, you will lose. The message here
is. Be passive. And— cooperate. If Officer Baretta asks you for
information, give it to him. because Officer Baretta is a good
man and to be trusted. He lores you. and you should lore
him.

So lask. in my writing. What is real? Because unceasingly
we are bombarded with pseudo-realities manufactured by
very sophisticated people using very sophisticated electronic
mechanisms. | do not distrust their motives: | distrust their
power. They have a lot of it. And it is an astonishing power;
that of creating whole unixerses. unixerses of the mind. 1
ought to know. | do the same thing. It is my job to create uni-
verses. as the basis of one novel after another. And | have to
build them iu such a wax that they do not fall apart two days
later. Or at least that is what my editors hope. low exer. | \xill
reveal a secret to you: | like to build unixerses wlinch do tall
apart. 1like to see them come unglued, and | like to see hoxx
the characters in the novels cope with this problem. 1haxe a
secret Jove of chaos. There should he more of it. Do not be-
lieve—and 1am dead serious xhen | say this—do not as-
sume that order and stability are alway s good, in a society or
in auniverse. The old. the ossified, must always give way to
new life and the birth of new things. Before the new things
can be born the old must perish. This is a dangerous real-
ization. because it tells us that we must eventually part with
much of what is familiar to us. And that hurts. But that is
part of the script of life. | nless we can psychologically ae-
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commodate change, we ourselves will begin to die, in-
wardly. What | am saying is that objects, customs, habits,
and ways of life must perish so that the authentic human be-
ing can live. And it is the authentic human being who mat-
ters most, the viable, elastic organism which can bounce
hack, absorb, and deal with the new.

Of course, / would say this, because | live near Disney-
land, and they are always adding new rides and destroying
old ones. Disneyland is an evolving organism. For years they
had the Lincoln Simulacrum and finally it began to die and
they had to regretfully retire it. The simulacrum, like Lin-
coln himself, was only a temporary form which matter and
energy take and then lose, 'file same is true of each of us,
like it or not.

The pre-Socratie Greek philosopher Parmenides taught
that the only things that are real are things whic h nel\er
change ... and the pre-Socratie Greek philosopher Heracli-
tus taught that everything- changes. If you superimpose their
two view's, you get this result: Nothing is real. There is a fas-
cinating next step to this line of thinking: Parmenides could
never have existed because he grew old and died and disap-
peared, so, according to his own philosophy, he did not ex-
ist. And Heraclitus may have been right—let's not forget that:
so if Heraclitus was right, then Parmenides did exist, and
therefore, according to Heraclitus’ philosophy, perhaps Par-
menides was right, since Parmenides fulfilled the condi-
tions, the criteria, by which Heraclitus judged things real.

loffer this merely to show that as soon as you begin to ask
what is ultimately real, you right away begin to talk non-
sense. By the time of Zeno, they knew they were talking
nonsense. Zeno proved that motion was impossible (actually
be only imagined that he had proved this; what he lacked
was w hat technically is called the “theory of limits”). Dav id
Hume, the greatest skeptic of them all. once remarked that
after a gathering of skeptics met to proclaim the veracity of
skepticism as a philosophy, all of the members of the gath-
ering nonetheless left by the door rather than the window. |
see Hume's point. It was all just talk. The solemn philoso-
phers weren’t taking what they said seriously.

Fake Realities amj Worlds ok I 11i sio\

But | consider that the matter of defining w hat is real—that
is a serious topic, even avital topic. And in there somewhere
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is the other topic, the definition ol'the authentic human. lie-
cause the bombardment of pseudo-realities begins to pro
dpce inauthentic humans very quickly. spurious humans—
as fake as the data pressing .at them from all sides. M\ inn
topics are really one topic; they mule at this point take re
alities will create fake humans. Or, lake humans will gener
ate fake realities and then sell them to other humans, turn-
ing them, eventually, into forgeries of themselves. So we
wind up with fake humans inventing fake realilies and then
peddling them to other fake humans. It is just a very large
version of Disneyland. You can have the Pirate hide or lire
Lincoln Simulacrum or Mr. Toad's M ild Ride—you can have
all of them, but none is true.

In my writing 1got so interested in fakes that | finally
came up wdth the concept of fake fakes. For example, in Dis-
neyland there are fake birds worked by electric motors
which emit caws and shrieks as you pass by them. Suppose
some night all of us sneaked into the park with real birds
and substituted them for the artificial ones. Imagine the hoi
rorthe Disney land officials would feel when tlun discovered
the cruel hoax. Real birds! And perhaps someday even real
hippos and lions. Consternation. The park being cunningly
transmuted from the unreal to the real, by sinister forces.
For instance, suppose the Matterhorn turned into a genuine
snow-covered mountain? Whitt if the entire place, by a mir-
acle of God’s power and wisdom, was changed, in a moment,
in the blink of an eye, into something incorruptible'.” They
would have to close dow n.

In Plato’s Timaeus. God does not create the universe, as
does the Christian God; lie simply finds it one day. Il is in a
state of total chaos. God sets to work to transform the chaos
into order. That idea appeals to me, and | have adapted il to
fit my own intellectual needs; What if our universe Started
out as not quite real, a sort of illusion, as the llindu religion
teaches, and God, out of love and kindness lor us. is slow Iv
transmuting it, slowly and .secretly, into something real?

fVe would not he aware of this Iransformalion, since we
were not aware that our world was an illusion in Ihe first
place. This technically is a Gnostic idea. Gnosticism is a tv
ligion which embraced Jews, Christians, and pagans for sev
eral centuries. | have been accused of holding Gnostic ideas.
| guess I do. At one time | would have been bul lied. Rut some
of their ideas intrigue me. One lime, when | was researching
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Gnosticism in the Hrikmnica, | came across mention of a
Gnostic codex called The | nival God and the Aspects of His
\onc.ristent | iiiirrsc, an idea which reduced me to helpless
laughter. What kind of person would write about something
that he knows doesn’t exist, and how can something that
doesn’t exist have aspects? But then | realized that I'd been
writing about these matters for over twenty-five years. 1
gttess there is a lot of latitude in what you can say when
writing about a topic tilth does not exist. A friend of mine
once published a hook called Studies ofHawaii. A number of
libraries wrote him ordering copies. Well, there tire no
snakes in Hawaii. All the pages of his book were blank.

Is Scai xcr Fiction Tuti?

Of course, in science fiction no pretense is made that the
worlds described tire retd. This is why we call it fietion. The
reader is warned in advance not to believe what he is about
to read. Kqual'y true, the visitors to Disneyland understand
that Mr. Toad does not really exist and that the pirates are
animated In motors and servo assist mechanisms, relays
and electronic circuits. So no deception is taking place.

\nd vet the strange thing is. in some way, some real way,
much of what appears under the title “science fietion” is
true. It may not be literally true, | suppose. We have not re-
ally been invaded by creatures from another star system, as
depicted in (dose Fncountcrs of the Third Kind. The produc-
ers of that film never intended for us to believe it. Or did
they?

\nd, more important, if they did intend to state this, is it
actually true? That is the issue: not. Does the author or pro-
ducer believe it, but—Is it true? Because, cpiite by accident,
in the pursuit of a good yarn, a science fietion author or pro-
ducer or scriptwriter might stumble onto the truth ... and
only later on realize it.

Tin: Manipi lation of Rfaliti

The basic tool for the manipulation of reality is the manipu-
lation of words. If you can control the meaning of words, you
can control the people who must use the words. George Or-
well made this clear in his novel 1984. But another way to
control the minds of people is to control their perceptions. If
you can get them to see the world as von do, they will think
as you do. Comprehension follows perception. How do you
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(1 them lo sec llu- reality von sec'.1Alice all, il is mils one re
ality out of many. Images arc a basic consliluciil: pictures.
This is why the power ol'TV lo inrhicncc young minds is so
staggeringly vast. Words and pictures arc s\rfclirmii/ed. The
possibility (t)total control of the vievver exists. especially the
young Xxit'vt-r. 'I'V viewing is a kind ol sleep learning. \u
KIWI of a person watching TV shows that alicr about hall an
hour the brain derides that nothing is happening, and il goes
info a hypnoidal twilight slate, emitting alpha wavers. This is
because there is such little eye motion, hi addition, much of
the information is graphic and therefore passes into the
right hemisphere of the brain, rather than being processed
by the left, where the conscious personality is located, he
cent experiments indicate that much of what we setlon the
TV screen is received on a subliminal basis. We only imag-
ine that we consciously see vvhal is lliere. The hulk of the
messages elude our attention; literally, after a few hours of
TV watching, we do not know what we have seen. Our mem-
ories are spurious, like our memories of dreams; the blank
spaces are filled in relrospcclively. \nd falsified. We have
participated unknow ingly in the creation of a spurious real-
ity, and then we have obligingly fed it lo ourselves. We have
colluded in our own doom.

And—and | say this as a professional fiction writer—the
producers, scriptwriters, and directors who create these
video, audio worlds do not know how much of their content
is true. In other words, they are victims of their own prod-
uct, along with us. Speaking for myself, | do not know how
much of my writing is true, or which parts (if any ) are true.
This is a potentially lethal situation. We have fiction mim -
icking truth, and truth mimicking fiction. We have adanger
oils overlap, a dangerous blur. And in all probability it is not
deliberate. In fact, that is part of the problem. Vm cannot
legislate an author inlo eorrecllv labeling his product, like a
can of pudding whose ingredients are listed on the label ...
you cannot compel him lo declare what paid is true and
what isn’t if he himself does not know.

Il is an eerie experience to write something into a novel,
believing it is pure fiction, and lo learn filer on—perhaps
years later—that il is true.



Chapter 5

Assessing
Science
Fiction

Science
Fiction



An Un-Credible Genre

Micin'] Butor

To ihe French novelist Michel Butor, science fiction
is a literature that explores what is possible accord-
ing to the principles of science. With this specific do
finition in mind, Butor questions the credibility of
the genre; he criticizes Ihe writers for what he be-
lieves is only the displacement of the mundane real
world onto alien settings and forms. Butor believes
that all too often science fiction visions of the future
are merely projections of the present. Furthermore,
he contends that the genre is weakened by the frag-
mentary visions of indiv idual writers. As a remedy,
Butor prescribes that the genre should be ap-
proached as a collective dream; once artists are uni-
fied in a single vision, lhe genre will he able to rise
above its present flaws.

If the genre Science Fiction is rather difficult to define—
disputes among the experts afford superabundant proof of
that—it is, at least, one of the easiest to designate. It is
enough to say: “You know, those stories that are always
mentioning interplanetary rockets,” for the least-prepared
interlocutor to understand immediately what you mean.
This does not imply that any such apparatus occurs in
every SF story; it may he replaced by other accessories
which will perform a comparaitle role. But it is the most
usual, the typical example, like the magic wand in fairy
tales.

Two remarks are immediately relevant:

1 There exists for the moment no interplanetary rocket.
If there ever has been one. or there is one now, the ordinary
reader knows nothing about it. A narrative in which a device
of this kind occurs is therefore a narrativ e of fantasy.

2. But we all believe quite firmly that such devices will
soon exist, that the question is no more than one oftime—a

I'Acerplod Im m The Crisis in the (innrth oj Science Finion, In Michel hutnr. translated
In Richard Howard. Copyright < It)(i7 In Michel hittor. Originally published in Trench
in Repertoire. Copyright ¢; I}{>(! In Les Kdilions de Miunit. Reprinted with permission
I'mm (ieorges liorehardl on behalf of Kdilinns de Minuil.
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lew years of development. The apparatus is possible. This
notion is fundamental, and requires some explanation.

It might he claimed that for the Arab storytellers, who be-
lieved in lhe power of magicians, flying carpets were also
“possible.” But for most of us, the possibility of rockets is of
an altogether different order. It is guaranteed by what we
Blight (‘all, by and large, modern science, a sum of doctrines
whose validity no serious Occidental dares to question.

If the author of a narrative has taken the trouble to intro-
duce such a device, it is because he chooses to depart from
reality only to a certain degree, he wants to prolong, to ex-
leiul reality, hid not to In' separated from it. lie wants to give
us an impression of realism, he wants to insert the imagi-
nary into the real, anticipating results already achieved.
Such a narrative naturally situates its action in lhe future.

We can imagine, taking modern science in its broadest ac-
ceptation. not only oilier devices, bill technologies of all
kinds— psyeho'ogieal, pedagogical, social, etc. . .. This sci-
entific guarantee may become increasingly loose, but it
nonetheless constitutes lire definable specificity of SF: a lit-
erature which explores lhe range of the possible, as science
permits us to env ision it.

It is. then, a fantasy framed by a realism.

The work of Jules \erne is the best example of SF to the
first degree, which is justified by the resiilfs achieved and
which uniquely anticipates certain applications. Wells inau-
gurates a SF to the second degree, much more audacious but
much less convincing, which anticipates the results them-
selves. lie lets us assume behind Cavor's machine, which
w ill take Ihe first men to th(* moon, an explanation of a sci-
entific type, one that conforms to a possible science which
will develop from the science of his time.

Tut: Spk<xu:i.ks oi Scii:\ck Fiction

The SF tourist agencies offer their customers three main types
ofspectacles winch we can group under the following rubrics:
life in the future, unknown worlds, unexpected visitors.

1) Fife in the Future

We start from the world as we know it, from the society
which surrounds us. We introduce a certain number of
changes whose consequences we attempt to foresee. By a
projection into the future, we open up the complexity of the
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present, wo develop certain slill lar\al aspects. SK of this
type is a remarkable instnimont of investigation in the ifa-
dition of Swift. It readily assumes a Saline a.speel. We shall
find excellent examples in live works of Huxley (llnur \eir
Ifbrid), Orwell f 1984), VvVerfel (Slur of the Itiborn), Hesse
(VagittiT l.udi). Bradbury, etc.

2) Unknown Worlds

It suffices to mention the name Ray Bradbury, whose
best known work is called The Martian Chronicles, to see
that an altogether different element occurs here, almost of
necessity.

Technological progress has for its goal not only the trans-
formation of our daily life, hut also the satisfaction of our Cu-
riosity The new instruments, the new sciences must allow
us to discover domains of reality which tire hidden front us
today. Within the scientific representation of the world, there
are enormous districts which our imagination is free to pop-
ulate with strange heings and Itmdscapcs according to its
whim, subject to several very broad restrictions. Here we
can project our dreams.

This aspect of SF links np with a very respectable tradi-
tion. Dante, when lie locates his inferno inside the globe. 1lis
purgatory at the antipodes and his paradise in the stars, is
merely projecting his theology, and a good deal more, into
the empty spaces which medieval cosmology reserved.

Thus Verne scrupulously inventoried the lacunae |gap| of
the geography of his tige and filled them with myths in
scribed within the extension of the known facts, achieving
a synthesis which strikes us ;.s naivel hut which In its
breadth and harmony outstrips anything his successors
have attempted.

When an author of the eighteenth century wauled to give
his story some appearance of reality, he had a ready-made
site in which to locate it: tlulislands of the Pacific, ((if.
Diderot: Supplement to Bougainville's loyape.) Today, " hen
the exploration of the earth's surface is quite advanced, we
prefer to locate opr islands in the sky. But if we once knew
nothing, of course, of the archipelagos which had not yet
been discovered, we were tit least quits sure that apart from
certain remarkable peculiarities they could not he very dif-
ferent from those we knew already. We were still on the
same F.arth, with the same general conditions.
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On the contrary, the little we know today about the islands
in the sky proves to us that everything must he very differ’
ent there. We know that gravity is more powerful on Venus,
less powerful on Mars, than on Earth, etc. These several el-
ements oblige the writer who respects them to make an
enormous effort of imagination, force him to invent some-
thing truly new'. Unfortunately, the creation of another “na-
ture,” even when based on elementary information, is a task
so arduous that no author, so far, has undertaken it method-
ically.

In order not to acknowledge ourselves vanquished, we
raise our sights: instead of describing what might happen
on Mars and Venus, we leap at once to the third planet of
the Epsilon system of the Swan, or else, since in fact there
is nothing to stop us once we have started on this path,
planet n of star n in galaxy n. At first the leader is im-
pressed by these cascades of light years; the solar system
was certainl; a wretched little village, here we are
launched into the universe at large. But he soon realizes
that these ultra-remote planets resemble the earth much
more than they do its neighbors. Out of the immense num-
ber of stars which populate space, it is always permissible
to imagine one on which the conditions of life arc very
close to those we know. The authors have rediscovered the
islands of the eighteenth century. They employ a vaguely
scientific jargon and decorate the skv with charming fan-
tasies; the trick is turned.

This infinite freedom is a false freedom. If we flee infi-
nitely far into space or time, we shall find ourselves in are-
gion where everything is possible, where the imagination
will no longer even need to make an effort of coordination.
The result will be an impoverished duplication of everyday
reality. We are told of an enormous war between galactic
civilizations, but we see at once that the league of the dem-
ocratic planets strangely resembles the LAN, the empire of
the nebula Andromeda stands for the Soviet Union as a sub-
scriber to Reader’ Digest might conceive that nation, and so
on. The author has merely translated into SF language a
newspaper article he read the night before. Had he re-
mained on Mars, he would have been obliged to invent
something.

At its best moments, the SF that describes unknown
worlds becomes an instrument of an extreme flexibility,
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thanks to which all kinds of political and moral tallies, of
fairy tales, of myths, can he transposed and adapted to mod

ern readers. Anticipation has created a language In u hose
aid we can in principle examine everything,

5) Unexpected Visitors

The description of unknown worlds, in SE. neccssarilv
becomes part of our anticipation, however rudimentary il
may be; it is natural that it should affect that anticipation. Il
is not so much by the improvement of commercial relations
that the invention of the compass transformed lhe Old
World, but by the discovery of America, The description of
unknown worlds and beings involves the description ol their
intervention in the future history of humanity.

We can easily imagine that the inhabitants of other plan-
ets have a civilization in advance ofour own, hence that they
have a realm of action superior to our own, that they are
ahead of us in discovery.

All of space becomes threatening; strange beings may in-
tervene even before we know of their existence. Most of the
pre-Columbians had no expectation that a deadly invasion
would come out of the East.

It is in Wells’s liar of lhe llorUls that we encounter this
theme for the first time, and his countless imitators have not
added much to it. It is a profoundly modern theme (it never
occurred to anyone in the sixteenth century that Europe
might be discovered in its turn) and an extremely powerful
one (as several memorable radio broadcasts have demon-
strated).

Thanks to this notion of intervention, SE can assimilate
those aspects of the fantastic which at first seem most op-
posed to it: all that we might classify under the heading; "Su-
perstitions.”

In the Divine Comedy, Beatrice transports Dante from
planet to planet; in Father kireher's Her lirlalicam, an angel
does the job; we are not yet in SE, which implies dial the jour
ney is made as a result of techniques developed by man. I5ut
these techniques will allow us to enter inlo contact with be-
ings to whom we can attribute know ledge we do not possess,
techniques we do not understand. Il might, of course, occur In
one ofthem to come to Earth, to carry oilHue of its and trans-
port him elsewhere by means which there is no longer any
need to explain. The difference between such a being and
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kireher’'sangel becomes infinitesimal; only the language has
changed. As a matter of Diet, it is necessary today, in order to
gain a sufficient suspension of disbelief, that the being be de-
scribed in the same way as a being that man might have dis-
covered on another planet. Thus we could unite within SF all
the narratives of phantoms and demons, all the old myths
dealing with superior heings which intervene in the life of
men. Certain tales by Il.P. Lovecrafl illustrate this possibility.

C.S. Lewis begins bis curious antimodern trilogy with a
novel which has all of SF's characteristics: Out of the Silent

An | MMI!JI IKIMKNT

1M this e.reer/>l. science fiction icriter and critic James
lilish rcspottds directly to what he believes to be Michel
liltlftp's unfounded and ou/rayeoiis critique ofthe genre.

Michel Hitor's eeScience Fiction: The Crisis of its Growth”
(Partisan lieriar. Fall H)(i7) Inis two serious deficiencies: it
gives a completely misleading impression of the present slate
id' Ilie genre, and it proposes a future course for it Which
would destroy everyone's interest in either writing or reading
it.

For some reason, most critics who undertake to discuss
science fiction fora literary hut non-speeialised audience do
so from a limited and largely antiquarian know ledge of the
field. heu\ ily weighted toward .lutes Verne (d. 19(F)). That this
is true of M. liulor may be seen in the fact that he mentions
no living science-fiction author but Ray Bradbury. ...

Clothing <|uite ordinary Earth settings (and, it might he
added, plots) in alew futuristic trappings is a common failing
of routine commercial science fiction. M. Butor stresses this
point, hut omits the two key words: “routine commercial.” \s
specialists in the field are bitterly aware, no other genre in lit-
erary history has been so consistently judged by its worst ex-
amples. This observation, loo, was made some years ago by
p'heodore| Sturgeon, who went on to note that non-specialist
critics seem In take a positive delight in pointing out that
ninety per cent of all science fiction is worthless—w ithout
pausing to reflect that there is no field of human endeavor
which is immune to exactly the same stricture.

If a field is to he considered worthy of critical examination
lor an audience of non-specialists, the critic owes it to that au-
dience to weigh the field's achievements as well as its fail
ures. If its failures are vastly more numerous, why should we
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Planet. Two wicked .scientists transporl a young philologist
to Mars by means of a spaceship lurtiishet) with every mod
ern convenience. In the second volume. I’crvlandm. the au-
thor drops his mask: it is an angel who transports the philol-
ogist to Venus: as for the scientists, they are Satan's
henchmen.

T he Doubtful Credibility ok tin: (.emu:

We see that all kinds of merchandise can he sold under the
label SF; and that all kinds of merchandise seek to he pack

be surprised—or, worse, gratified? Good work in any field is
always scarce; why otherw ise do we prize it at all? ...

From his gallery of dead authors M. Butor proceeds to de-
rive a prescription of his own for science fiction: “It must be-
come a collective work, like the science which is its indis-
pensable basis,” . ,.

The prescription would freeze the very worst elements of
routine commercial science fiction—its paucity of imagina-
tion and its tendency to conventionalise the future—into a set
of dogmas much like thirteenth Century canon law. \l host it
would limit the scientific or technological substrate of all sci-
ence fiction to whatever some appointed lentil-rale engineer
deemed “possible” at the time of writing (as all of Verne's sto-
ries were limited, though apparently M. liulor doesn't know
this); no room would be left in which to extrapolate from the
known to the unrealised possibilities, in the sciences alone,
although science itself is today in a ferment of speculation ut-
terly unlike the body of dogma M. Butor imagines it to he. (In
fact M. Butor knows nothing abort science either, as his re-
marks on gravity, his vagueness over whip is meant by a
“galaxy,"” and his failure to differentiate between science and
technology make painfully evident.)

Secondly, such an agreed-upon or dictated city (or uni-
verse) would preclude the indiv idual human speculation upon
the future which is the life blood of \heJirthm part of science
fiction. Let us not forget theft it is above allelse a branch of fic-
tion that we arts-talking about here, not a body of my 111 Hr an
attempt at a self-fulfilling prophecy like Das hapital

James Wish, “On Science lodion Criticism," SI-": I1if Ollier-Side t>llealisnt.
Bow liiifi Green. 011 Now ling (ireen Slate | ni\ersi!\ Popular Press. 1071
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aged under this label, lienee it seems'that SF represents the
normal form of mythology in our time: a form which is not
only capable of revealing profoundly new themes, but capa-
ble of integrating all the themes of the old literature.

Despite several splendid successes, we cannot help think-
ing that SF is keeping very few of its promises.

This is because SF, by extending itself, is denaturing it-
self; it is gradually losing its specificity. It furnishes a very
particular clement of credibility; this element is increasingly
weakened when it is utilized without discernment. SF is
fragile, and the enormous circulation it has achieved in re-
cent years merely renders it more so.

We have already noted that the flight to ultra-distant plan-
ets and epochs, which seems at first glance a conquest, actu-
ally masks the authors' incapacity to imagine in a coherent
fashion, in conformity with the requirements of "science,”
the planets or the epochs wliich are closer at hand. Similarly
the divination of a future science affords, surely, a great free-
dom, but we soon discov er that it is above all a revenge of the
authors against their incapacity to master the entire range of
contemporary science.

The day is long past when an \ristotle could be the first
researcher of his age in every domain, and the day when a
Pico could claim to defend a thesis I)c Omni lie Seibili; but
the day is almost past when a Verne could easily handle the
notions implied in all the technological applications
achieved in his age, and anticipate other applications while
remaining perfectly clear to the high school students who
formed his public.

Today the notions implied in devices as common as a ra-
dio set or an atomic bomb exceed by a good deal the average
reader's level of scientific culture. He uses without under-
standing; he accepts without asking explanations; and the
author takes advantage of this situation, which frequently
causes him to multiply his blunders, for he too generally
lacks a sufficient knowledge of the notions he is obliged to
use or else seem backward, a grave possibility when one is
claiming to reveal the mysteries of two hundred thousand
years hence.

As a result SF, which should derive the greatest part of its
prestige from its precision, remains vague. The story does
not truly manage to take shape. And when the scientists
themselves begin writing, they quite often prove their igno-
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ranee of lho disciplines unfamiliar lo them find lheir dtITi
culty in vulgarizing their specially.

SF is distinguished from the other genres,ol' the lanlastic
by the special kind of plausibility it introduces. This plausi-
hilily is in direct proportion to the solid scientific elenienls
the author introduces. If they fail, SI* heroines a dead form,
a stereotype.

Tin: Fkxgmkntki) Vision ok Scu m i. Fiction

Hence we understand why few authors risk specifying the
details of their image ofa transformed world. It is an under-
taking, indeed, which supposes not only a Scientific culture
far above the average, hut also a know ledge of present real-
ity comparable to that supposed hy a novel of the realistic
type, and finally an enormous effort of coordination. The au-
thor is generally content to evoke a future world "in gen-
eral,” one which might just as well he located in 1975 as in
19750, a world characterized by the widespread use of plas-
tic substances, of television and of atomic-powered rockets.
It is within this setting that he will briefly develop what is of-
ten a highly ingenious idea. In another tale, he will use this
same background in order to develop another idea, without
taking the trouble to coordinate them. The result is an infin-
ity of variously sketched futures, all independent of one an-
other and generally contradictory. We shall have, in the
same way, an infinity of Venuses, each of which diminishes
the plausibility of the rest.

This dispersion has monotony as its direct consequence,
for the authors, sinc e they renounce constructing systemati-
cally, can describe only in arudimentary fashion and depart
only slightly from banality.

It appears that SF has begun will) the cake. It had things
too much its own way: it was once enough to mention Mar
tians to enthrall the reader. But the time has come when the
reader will notice that most of these monsters, despite their
crests, their tentacles, their scales, are much less different
from the average American than an ordinary Mexican. SF
has cut the grass under its own feet, has spoiled thousands
of ideas. The doors have been thrown open to start on a great
quest, and we discover we are still walking round and round
the house. If the authors scamp their texts, it is because they
realize that an effort lo improve them would lead to an im-
passe.
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The SK narratives derive their power Irani a great collec-
tive dream we are having, hut for the moment they are in-
eapable of giving it a unified form. It is a mythology in tat-
ters, impotent, unable to orient our action in any precise
wav.

Sciknck Fiction Is vCoujcctivk Dream

Bui tlu* last word has not been said, and it is certainly possi-
ble that SK will surmount this crisis in its growth.

Il has tile power to solicit our belief in an entirely new
way, and it is Capable of affording, in its description of the
possible, a marvelous precision. But to realize its full power,
il must undergo a revolution, it must succeed in unify ing it-
self. It must become a collective work, like the science which
is its indispensable basis.

We till (Iream of clean, well-lighted' cities, so that when an
author situates a narrative in such a place, he is certain of
striking a symnathctic note. But we find ourselves, in the
present state of SK, facing an enormous choice of barely
sketched future cities among which the imagination hesi-
tates, unsatisfied.

Rveryone knows lleraclilus’ famous fragment: "Those
who at# awakened are in the same world, hid those who
sleep are each In a separate world." Our dreamers' worlds
are simultaneously without communication and very much
like one another. The classical my thologies united the com-
mon elements of these dreams into unique and public
myths.

Pvow let us imagine that a certain number of authors, in-
stead of describing at random and quite rapidly certain more
or less interchangeable cities, were to take as the setting of
their stories a single city, named and situated with some
precision in space and in future time; that each author were
to take into account the descriptions given by the others in
order to introduce his own new ideas. This city would be-
come a common possession to the same degree as an an
cienl city lliat has vanished; gradually, all readers would
give its name to the city of their dreams and would model
that city in its image.

SK, if it could limit and unify itself, would he capable of
acquiring oyer the individual imagination a constraining
power comparable to that of any classical mythology. Soon
all authors would he obliged to take this predicted city into
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account, readers would organize their actions in rclalion In
its imminent existence, ultimately they would find them
selves obliged In build it. Then SK would be veracious. In the
very degree that it realized itself.

It is easy to see what a prodigious instrumenl of liberation
or oppression it could become.



Good and Bad
Mythmaking

One ol' science fiction’s mo.sl important writers, Ur-
sula k. Ue Guin is the Ultimo and Nebula award-
vvinninji author of many classics, including 77/c Left
Hand of Darkness, The Dispossessed, and The Lathe
of Heaven: she has also received aw ards for her fan-
tasy fiction. Among her many accomplishments Le
Guin is noted for her significant contributions in the
field of feminism, and she hits devoted much time to
the study of women and science fiction. In this essay,
however, Le Guin contemplates science fiction’s re-
lationship to mythology. Griticizing the literary theft
of mythic material in some substandard work, she
appreciates the careful artistic use of living mytholo-
gies and collective archetypes In the great science
fiction writers* asserting that they produce true mod-
ern mythology. By releasing archetypes from individ-
ual minds into the world, science fiction acts as a
bridge betw een the unconscious and, the conscious
realms.

"Science fiction is the mythology of the modern world.” It's
a good slogan, and a useful one when you're faced with
people ignorant and contemptuous of science fiction, for it
makes them stop and think. But like all slogans it's a half-
truth. and when used carelessly, as awhole truth, can cause
all kinds of confusion.

Where care must he taken is with that complex word
"mythology.” What is a myth?

Wiiat 1s a Math?

"Myth is an attempt to explain, in rational terms, facts not yet
rationally understood.” Thai is the definition provided by

K\E(T]>t(*(I Irmn. “ M\lh iim! \rch(»t\[>t* in Scii'nct* I'Vtinn," b> | rsula K. LoOuin. in The
Lttiiiiuafir of \ifihl (Now ‘lock: Mtirpi'K lullins. 1989). 'I'llis artirle firsl a|>|>rnml in
fttniholti magazinr (1979). ()o|>\rijint 1979 b\ | rsula K. Lr Guin. Reprinted with
permission from the author and tinlauthor's agents, the Nirtinia Kidd \fivnc>. Ine.
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lire reductive, scientistic mentality «f llic first hull of the
twentieth century and still accepted In many. According In
this definition, the god Apollo “is merely" ap inadequate of
forl made In primitive minds to explain and systematize the
nature and behavior of the Sun. As soon as the Sun is ratio-
nally understood to he a hall of fire much larger than the
Earth, and its behavior has been described by a system of
Scientific laws, the old mythological pseudoexplanalion is
left empty. The fiery horses and the golden chariot \anish.
the p;od is dethroned, and his exploits remain only a pretty
tale for children. According to this view, the adv ance of sci-
ence is a progressive draining dry of the content of mylhol

ogy. And, in so far as the content of myth is rational and the
function of myth is explanatory, this definition is suitable.
However, the rational and explanatory is only one function
of the myth. Myth is an expression of one of the several ways
the human being, body/psyche, perceives, understands and
relates to the world. Like science, it is a product of a basic
human mode of apprehension. To pretend that it can be re-
placed by abstract or quantitative cognition is to assert that
the human being is, potentially or ideally, a creature of pure
reason, a disembodied Mind. It might, indeed, be nice if we
were all little bubbles of pure reason floating on the stream
of time; but we aren’t. We are rational beings, Inti we are
also sensual, emotional, appetitive, ethical beings, driven by
needs and reaching out for satisfactions w hich the intellect
alone cannot prov ide. Where these other modes of being and
doing are inadequate, the intellect should prev ail. Where the
intellect fails, and must always fail, unless we become dis-
embodied bubbles, then one cf the other modes must take
over. The myth, mythological insight, is one of these.
Supremely effective in its area of function, it needs no re-
placement. Only the schizoid arrogance of modern scien-
tism pretends that it ought to be replaced, and that preten-
sion is pretty easily deflated, for example, does our
scientific understanding of the nature and behavior of the
Sun explain (let alone explain away) Apollo’s remarkable
sex life, or his role as the god of music and of flic div ine har-
mony? No, it has nothing whalever to do with all that; it has
nothing to do with sex. or music, or harmony, or divinity:
nor as science, did it ever pretend to—only scientism made
the claim. Apollo is not (ho Sun, and never was. The Sun, in
fact, “is merely” one of the names of Apollo.
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Reductionism cuts both wavs, after all.

So long, then, as we don't claim either that the science in
science fiction replaces the “old, false” mythologies, or that
the fiction in science fiction is a mere attempt to explain
whal science hasn’'t yet got around to explaining, we can use
lhe slogan. Science fiction is the mythology of the modern
world—or one of its mythologies—even though it is a highly
intellectual form of ail, and mythology is a nonintellectual
mode of apprehension. For science fiction does use the
mythmaking faculty to apprehend the world we live in, a
world profoundly shaped and changed by science and tech-
nology, and its originality is that it uses the mythmaking fac-
ulty on new material.

Litkkvrv I'min ok Mythic Material

I5ut there’s another catch to look out for. The presence of
mythic material in a story does not mean that the mythmak-
ing faculty is being used.

Here is a science fiction story: its plot is modeled directly
upon that of an ancient myth, or there are characters in it
modeled upon certain gods or heroes of legend. Is it, there-
fore, a myth? Not necessarily; in fact, probably not. No myth-
making is involved: just theft.

Theft is an integral function of a healthy literature. It's
much easier to steal a good plot from some Old book than to
invent one. Anyhow, after you've sweated to invent an origi-
nal plot* it very often turns out to be a perfect parallel to one
of the old stories (more on this curious fact later). And since
lhere arc beautiful and powerful stories all through world
legendry, and since stories need retelling from generation to
generation, why not steal them? I'm certainly not the one to
condemn the practice; parts of my first novel were lifted
wholesale from the Norse mythos (Brisingamen, Freva's
necklace, and episodes in the life of Odin). My version isn’t
a patch on the original, of course, but I think | did the gods
of Asgard no harm, and they did my book some good. This
sort of pilfering goes on all the time, and produces many
pleasant win ks of art, though it does not lead to any truly
new creations or cognitions.

There is a more self-conscious form of thievery which is
both more destructive and more self-destructive. In many
college Knglish courses the words “myth” and “symbol” are
given a tremendous charge of significance. You just ain’t no
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good unless you can see a symbol hiding, iike a scared ger
bil, under every page. And in many creative wriling courses
the little beasts multiply, the place swarms with them. \\ bat
does this Mean? What does that Symbolize? \\ bat is the | n
derlying Mythos? Kids come lurching out of such courses
with a brain full of gerbils. And they sit (low n and write a lot
of empty pomposity, under the impression that that's bow
Melville did it.

Even when they begin to realize that artis not something
produced for critics, but for other human beings, some of
them retain the overintelleetualizing bent. They still do not
realize that a symbol is not a sign of'something known, but
an indicator oT something not known arid not expressible
otherwise than symbolically. They mistake symbol (living
meaning) for allegory (dead equivalence). So they use
mythology in an arrogant fashion, rationalizing it, comic
scending to it. They take plots and characters from it. not in
the healthily furtive fashion of the literary sneakthief, but in
a posturing, showy way. Such use of myth does real disser -
vice to the original, by trivializing it, and no good at all to the
story. The shallowness of its origin is often betrayed either
by an elaborate vocabulary and ostentatiously cryptic style,
or by a kind of jocose, chatty discomfort in the lone, Watch
me up here on Olympus, you peasants, being fresh with
Aphrodite. Look at me juggling symbols, folks! We sophisti-
cates, we know how to handle these old archetypes.

But Zeus always gets 'em. ZAP!

Living Mythologies

So far | have been talking as if all mythologies the writer
might use were dead—that is, not believed in wilh some de-
gree of emotion, other than aesthetic appreciation, by the
writer and his community. Of course, this is far from bring
the case. It's easy to get fresh with Aphrodite. Who believes
in some old Greek goddess, anyhow? But there are living
mythologies, after all. Consider the Virgin Mary; or the Stale.

For an example of the use in science fiction of a liv big re-
ligious mythos one may turn to the work of Cordwainer
Smith, whose Christian beliefs are evident, | think, all
through his work, in such motifs as the savior, tin' martyr,
rebirth, the “underpeople.” Whether or not one is a Chris-
tian, one may admire wholeheartedly the strength and pas-
sion given the works hv the author's living belief. In general.
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however, | think the critics’ search for Christian themes in
science fiction is sterile and misleading. For the majority of
science fiction writers, the themes of Christianity are dead
signs, not living symbols, and those who use them do so all
too often in order to get an easy emotional charge without
working for it. They take a free ride on the crucifix, just as
many now cash in cy nically on the current occultist fad. The
difference betyveen this sort of thing and the genuine, naive
mysticism of an \rthur Clarke, struggling to express his
own. living symbol of rebirth, is all the difference in the
world*

COLLKCTIVK SiBxm ils

Beyond and beneath the great lix ing mythologies of religion
and power there is another region into yvhich science fiction
enters. | w<nild call it the area of Submyth: hx yvhich | mean
those images, figures and motifs yliieh have no religious
resonance and no inlelleclual or aesthetic value, but which
are yigoroush aliye and poyyerful, so that they cannot he dis-
missed as mere stereotypes. They are shared In all of us;
they are genuinely collective, Superman is a submyth. lIlis
father was Nietzsche and his mother was a funnybook, and
he is alive and well in the mind of every ten-year-old—and
millions of others. Other science-fictional submy ths are the
blond heroes of sword and sorcery. with their unusual
weapons; insane or sell-deifying computers; mad scientists;
benevolent dictators; detectives who find out who done it;
capitalists who buy and sell galaxies: brave starship captains
and/or troopers; evil aliens; good aliens; and every pointy-
breasted brainless young woman who was ever rescued
from monsters, lectured to. patronized or, in recent years,
raped, by one of the aforementioned heroes.

It hurts to call these creatures mythological. It is a noble
word, and they are so grotty. But they are olive, in hooks,
magazines, pictures, movies, advertising, and our own
minds. Their roots are the roots of myth, are in our uncon-
scious—that vast dim region of the psyche and perhaps be-
yond the psyche, which .lung called mecollective" because it is
similar in all of ns, just as our bodies are basically similar.
The vigor comes from there, and so they cannot be dis-
missed as unimportant. Not when they can help motivate a
world movement such as fascism!— Bnt neither can they fur-
nish materials useful to art. They have no element of the true



myth except its emotive, irrational "thf*»e(«>-«." Writers
deliberately submit to them have forleited tin- right to rail
their work science fiction: thev re just >=p. um-N ea”him: in.

Trile Mvtus \s vConnecting Bridge

True myth may serve for thousands of vear> a- an inex-
haustible source of intellectual speculation, religious iov.
ethical inquiry and artistic renewal. The real mvsterv is not
destroyed by reason. The fake one is. You look at it and it
vanishes. You look at the Blond Hero—reallv look—and he
turns into a gerbil. But you look at \polln, and he looks back
at you.

The poet Rilke looked at a statue of ypollo about tittv
years ago. and Apollo spoke to him. "You must change your
life.” he said.

When the genuine myth rises into consciousness, that is
always its message. You must change vour life.

The wav of art. after all. is neither to cut adrift from the
emotions, the senses, the body. etc., and sail off into the void
of pure meaning, nor to blind the blind's eve and wallow in
irrational, amoral meaninglessness—but to keep open live
tenuous, difficult, essential connections between the two ex-
tremes. To connect. To connect the idea with value, sensa-
tion with intuition, cortex with cerebellum.

The true myth is precisely one of these connections.

Like all artists, we science fiction writers are trying to
make and use such aconnection or bridge betw ecu the con-
scious and the unconscious—so that our readers cad make
the journey too. If the only tool we use is the intellect, we
will produce onlv lifeless oopie. or parodies of the arche
types that live in our own deeper mind and in the great
works of art and mythology If we abandon intellect, we're
likely to submerge our ow n personalltv and talent in a slew
of mindless submyths. themselves coarse, techie parodies ot
their arehety pal origins. The only way to Hit'truly collective,
to the' image that is alive and meaningful in all ol ps. seems
to he through the Irulv personal Not the impersonality ol
pure reason; no! the impersonality of "the masses, but the
irreducibly personal—tin' self, lo reach the others, artists go
into the self. | sing reason, they deliberately enter lhe urn
tional. The farther lhev go into the sell, the closer they come
to the other.

If this seems a paradox il is only because our oiilliire over
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values abstrac tion and extroversion.'Pain, for instance, can
work the same wav. Mottling is more personal, more un-
shareable, than pain; the worst thing about suffering is that
you suffer alone. Yet those who have not suffered* or will not
admit that they suffer, are those who are cut off in cold iso-
lation from their fellow men. Paid, the loneliest experience,
gives rise to sympathy, to love: the bridge between self and
other, the means of communion. So with art. The artist w ho
goes inward most deeply—and it is a painful journey—is the
artist who touches us most closely, speaks to us most clearly.

Of all the great psychologists, Jung best explains this
process, by stressing the existence, not pf an isolated “id,”
hut a “collective unconscious." lie reminds us that the re-
gion of the mind/body that lies beyond the narrow, brightly
lit domain of consciousness is very much the same in all of
us. This does not imply a devaluing of consciousness or of
reason. The achievement of individual consciousness,
which Jung cal's “differentiation,” is to him a great achieve-
ment, civilization's highest achievement, the hope of our fu-
ture. But the tree grows only from deep roots.

So it would seem that true myth arises only in the process
of connecting the conscious and the unconscious realms. |
won't find a living: archety pe in my bookcase or my televi-
sion set. I will find it only in myself: in that core of individ-
uality lying in the heart of the common darkness. Only the
indiv idual can get up and go to the window, and draw back
the curtains, and look out into the dark.

Sometimes it takes considerable courage to do that. When
you open curtains you don’'t know what may he out there in
the night. Maybe starlight; may he dragons; maybe the secret
police. Maybe the grace of God; maybe the horror of death.
They're all there, for all of us.

Akciietipes Released imto Conscioisxkss

Writers who draw not upon the words and thoughts of oth-
ers hut upon their own thoughts and their own deep being
w ill inevitably hit upon common material. The more origi-
nal the work, the more imperiously recognizable it will he.
“Yes, of course!” say I, the reader recognizing myself, my
dreams, my nightmares. The characters, figures, images,
motifs, plots, events of the story may he obvious parallels,
even seemingly reproductions, of the material of myth and
legend. There will he—openly in fantasy, covertly in natu-
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ralism—dragons, heroes, ijik'sls. objects of |[Mn\(*r. unices
at night and under sea, and so forth. In narrative, as in paint
mg, eertain familiar patterns will become visible.

This again is no parados. jf Jung is right, and we all have
the same kind of dragons in onr psyche, just as we all have
the same kind of heart and lungs in onr body. It does implv
that nobody can invent an archetype In taking thought, am
more than we can invent a new organ in onr body. Ifni this
is no loss; rather a gain. It means that we can communicate,
that alienation isn't the final human condition, since there is
a vast common ground on which we can meet, not only ra-
tionally, but aesthetically, intuitively, emotionally.

A dragon, not a dragon cleverly copied or mass-produced,
but a creature of evil who crawls tip. threatening and inex-
plicable. out of tite artist’'sown unconscious, is alive: terribly
alive. It frightens little children, and the artist, and the rest of
us. It frightens us because it is part of us, and the artist forces
us to admit it. We have met the enemy, as Pogo remarked,
and he is us.

“What do you mean? There aren't any dragons in my liv-
ing room, dragons are extinct, dragons aren't real .. "

“Look out of the window , .. Look into the mirror ..

The artist who works from the center of being will find
archetypal images and release them into consciousness. The
first science fiction writer to do so was Mary Shelley. She let
Frankenstein's monster loose. Nobody has been able to still!
him out again, either. There he is, sitting in the corner of our
lovely modern glass and plastic living room, right on the
tubular steel contour chair, big as life and twice as ugly.
Edgar Rice Burroughs did it. though with infinitely less
power and originality—Tar/.an is a true my lli-figure. though
not a particularly relevant one to modern ethical emotional
dilemmas, as Frankenstein's monster is. Capek did it. largely
by namingmsomething (a very important aspect ofarchety p-
izing): “Robots," be called them. They have walked among
us ever since. Tolkien did it; he found a ring, a ring which
we keep try Wig to lose. ...

Sciknck Fiction |Is Modi it\ Mvtiioi.ogv

Scholars can have great fun. and can strengthen the effect of
Shell figures, by showings tbeir relationship to other mani-
festations of the archetype in myth, legend, dogma and art.
These linkages can be highly illuminating. Frankenstein's
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monster is related to the Golem; lo'Jesus: to Prometheus.
Tarzan is a direct descendant of the Woll'ehild/Noble Savage
on one side, and every child’s fantasy ofthe Orphan-of-liigh-
Estate on the other. The robot may be seen as the modern
ego’s fear of the body, after the crippling division of “mind”
and “body,” “ghost” and “machine,” enforced by post-
Renaissance mechanistic thought. In “The Time Machine”
there is one of the great visions of the End, an archetype of
eschatology comparable to any religious vision of the day of
judgment. In “Nightfall" there is the fundamental opposition
of dark and light, playing on the fear of darkness that we
share' with our cousins the great apes. Through Philip K.
Dick's work one can follow an exploration of the ancient
themes of identity and alienation, and the sense of the frag
nlentatiott of the ego. In Slanislaw Lem’s works there seems
to he a similarly complex and subtle exploration of the ar-
chetypal Other, the alien.

Such myths, sy mbols, images do not disappear under the
scrutiny of the intellect, nor does an ethical, or aesthetic, or
even religious examination of them make them shrink and
vanish. On the contrary: the more you look, the more there
they are. And the more you think, the more they mean.

On this level, science fiction deserves the title **fa modern
my thology.

Most science fiction doesn’t, of course,'and never will.
There are never very many artists around. No doubt we'’ll
continue most of the time to get rewarmed leftovers from
Baby lon and Northrop Erye served up by earnest snobs, and
hordes of brawny Gerbilmen ground out by hacks. But there
will he mythmakers, too. Even now—who knows?—the next
Mary Shelley may he lying quietly in her tower-top room,
just waiting for a thunderstorm.



Chronology

1818

Mary Wollstoneeraft Shelley first publishes Frankenstein: or.
The Modern Prometheus.

1826
Mary Shelley, The Last Man.
1855-1849

Prolific genrelfiction by Edgar Allan Poe, including a num-
ber of science fiction talcs, such as “The Narrative of Arthur
Gordon Pym of Nantucket,” "Mesmeric Revelation,” and “A
Tale of Ragged Mountains.”

1864

Jules Verne, Journey to the (‘.enter of the Earth.
1870

Verne, Twenty Thousand Leagues ( nder the Sea.
1872

Samuel Butler, Ercii‘hon.

1886

Robert Louis Stevenson. The Strange (hi.se of Dr. .lekytl and
Mr. Hyde.

1888

Rdward Bellamy, Looking Backward.

1895

II.G. Wells, The Time Machine.

1896

Wells, The Island of Doctor Moreau.

1897

Wells, The Invisible Man, The liar (ifthe llorlds (serialized).
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1907

Jack London, The Iron Heel.

1912

Kdgar Rico Burroughs serializes his first story, “Under the
Moons of Mars,” in the pulp magazine .llI-Story.
1914-1918

World War | realizes the nightmares of the nineteenth-
century future war tales.

1917

Burroughs publishes his earlier serial as the novel A
Princess of Mary sequels follow.

1921

Czech playwright Karel Capek introduces robots into sci-
ence fiction (and science) with his play Il.li.fi.

1926

Hugo Gernsback founds /mazing Stories, the first pulp title
specializing in all-science fiction content; the film Metropo-
lis (director I'ritz Lang).

1929

Gernsback loses control of Amazing, launches Science lion
tier Stories.

1950

Olaf Slapledon, Last and First Men: | Story of the Near and
Far Future.

1952
Mdotis Huxley, Brave \eir llarid.
1954

Jack Williamson. The l.egion of Space (serialized in As-
tounding).

1956

The first World Science fiction Convention is held in
Philadelphia.

1957

Sfw liter John W. Campbell Jr. becomes editor of Astounding
Science Fiction; Stapledon, Star Maker.
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1958

C.S. Lewis begins his allegorical sf trilofi> with Out of the
Silent Plan*# williamson, The Legion of Time (serialized in
Astounding).

1959

Campbell edits a second magazine, thknoirn; early stories
by Isaac Asimov, Robert A. lleinlein. Theodore Sturgeon,
and A.R. van Vogt appear in Islour&fingand competing mag-
azines; the golden age of seienetP fiction begins approxi-
mately at this time and eonlinues roughly to 1960.

1940

Williamson, Darker than You Think (serialized in | n-
litioirn).

1941

Asimov and Campbell devise the Three Laws of Robotics',
Asimov begins his robot stories; the United States officially
enters World War 1L

1942

Asimov serializes the first stories of his Foundation cycle.
1945

Lewis, Perelandra.

1944

Astounding is investigated In military intelligence after
Campbell publishes Cleve Cartmill's'‘Deadline," which pre-
dicts the development of the atomic bomb.

1945

The United Slates uses the atomic bond) on Japan: Lewis,
That Hideous Strength.

1948
Williamson, The Humanoids (serialized in islounding).
1949

George Orwell, /9,54; the Magazine of Fantasy and Science
Fiction is launched, editor Anthony Boneher.

1950

Fritz Leiber, <ollier, Darkness.'; Asimov, /, Robot; Ileinlein.
The Man ftho Sold the Moon; Gala.vy magazine is launched,
editor Horace L. Gold.



210 Science Fiction

1951

Bay Bradbury, The Martian Chronicles, The llllistrated Man;
Arthur C. Clarke, Prelude to Space, The Sands of Mars; John
Wyndham, The Day ofthe Trijfids: Asimov, Foundation.

1952
Kurt Vonn(Sent Jr.. Player Piano; Beyond Human hen (an-

thology), editor Judith \lerril; Asimov, Foundation and Fin-
pire.

1955

The Ilii(;0 Awards are initialed to honor the previous year's
best sf as voted on by lans: Mired hosier's The Demolished
Man wins the first Hugo for best novel: Frederik Poltl and
C.M. Kornhluth, The Space Merchants; Asimov, Second
Foundation; Bradbury, Fahrenheit 451; Clarke, Childhood's
End; Sturgeon, More than Human.

1954

I'ottl Anderson. Brain llarc; Ilal Clement, Mission of Gravity;
Wi illiam Golding. Lord of the Flies; Asimov, The Cares of
Steel.

1955

Leigh Braekett, 1'he Tony Tomorrow; Philip K. Dic k, The So-
lar Lolteiy; Clarke, F.arthlipht.

1956

Lester del Rev, \erres; Richard Matheson, The Man Il ho
Shrank; Pester, Titter! 1lper!

1957

Fred Hoy le. The Black Cloud; C.L. Moore, Doomsday Morn-
inp: Asimov, The \aked San: van Void. The Mind Cape.

1958

Brian \V. Aldiss, Xon Stop; James Blish. / Case of Con-
science.

1959
Gordon Dickson. Dorsad; Robert Shockley. Immortality, Inc.;

Heinlein, Starship Troopers; Pcdil and Kornhluth, Uolfbane;
Vonnegut. The Sirens of Titan.

1960

Campbell changes Isloundinp to Inalop; Walter M. Miller
Jr.. | Canticle for Leihowilz; Harry Harrison, Deathworkl;
Philip Jose Farmer. Slranpe delations; Kingsley Antis, few
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Maps of llell (sf criticism); Aldiss, Galaxies Like Crains of
Sand.

1061

Sinnislavv Lem, Solaris: llarrison. The Slainlc.ss Steel Hal:
lleinleiii, Stranger in a Strange Land.

1962

J.G. Ballard, The Drowned arid; Anthony Burgess, / (tori,
work Orange; Dick, The Man in the High Castle.

1965

Clifford D. Simak, Here Gather the Stars; Vonnegut, Cal's
Cradle.

1964

Miehael Moorcock heeomes editor of the British magazine
\ew llorlds and initiates the New Wave; Ballard, The Burn-
ing llarid: Blish, The Issue at Hand (influential sf eritieism
written under the pseudonym William Atheling Jr.); Diek,
The Three Stigmata of Palmer Eldritch: Leiher, The llan-
derer.

1965

Sfwriter, eritie, and editor Damon Knight founds the Seienee
Lietion Writers of America, serving as its first president and
initiating the prestigious Nebula Awards; Frank Herbert's
Du/tew ins the first Nebula for best novel; John Brunner, The
Squares of the City; William Burroughs, The Mora Express.

1966

Samuel R. Delany. Babel-17: Daniel Keyes, Flowersfo r.llger-
nWhf Ursula K. Le Guin, Planet of Exile, Rocannon's 1larid:
Miehael Mooreoek, “Behold the Man”; Roger Zelazny, This
ImnwrUIl; Ballard, The Crystal 1arid: Heinlein, The Moon Is
a Harsh Mistress.

1967

The Dangerous lisiiinsanthology, edited by Harlan Fllison.
is the definitive statement of the American New Wave; Anna
Kavan, fee; Robert Silverberg, Thorns; Delany, The Einstein
Intersection; zZelazny, Lord of Light.

1968

Norman Spinrad’s novel Bug Jack Barron is serialized in
\ew llorlds, stirring controversy; TImmas M. Discli, Camp
Concentration; Joanna Russ, Picnic on Paradise; James Tip-
tree Jr. (Alice Sheldon) makes first appearance in tnalog;
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Brunner, Slant! on Zanzibar; Dick, Do indroids Dream of
Electric Sheep? (Inter adapted as the film Blade Runner); Sil-
\erberg. The Masks id' lime: the film 2001: | Space Odyssey
(director Stanley kuhrick, Arthur C. Clarke coauthors).

1969

The Apollo moon landing realizes the dreams of decades of
sf, Harlan Kllison, “A Boy and His Dog”; Dick, Fbik; Herbert,
Dane Mcssitdt: Le Coin, The Left Hand of Darkness; Silver*
berg, To Live lgain, | p the Line; Vonnegut, Slaughterhouse-
Fire.

1970

Larry Niven, Hingworld; \nderson, Jim Zero; Ballard, The
llrocily F.rhibilion; Buss, lad Chaos Died; Silverberg,
Dotrmrard to the Earth. Tower of Class.

1971

Campbell dies: kale Wilhelm, Margaret and I; Blish, And Alt
the Stars a Stage; Farmer, To )our Scattered Bodies Go; Le

Coin, The ijtiiie of Heaven: Silverberg. The World Inside, /
Time of Changes.

1972

Ben Bova becomes editor of Inalog: Norman Spinrad, The
Iron Dream; Asimov, The Gods Themselves, The Early Isi-
mor; Kllison (editor), /gain Dangerous | isions: Harrison,
Tunnel Through the Deeps; Silverberg, Dying Inside. The
Boolx o f Skulls.

1975

Thomas Pynchon. Gravity's Rainbow; Aldiss, Frankenstein
I abound. Billion )car Spree (s\' criticism); Clarke, Rendezvous
with Rama;Tiptree, "Love Is the Plan, the Plan Is Death.”

1974

Dick. Flow \ly Tears, the Policeman Said; Le Guin, The Dis-
possessed; SWwvbcvg Born with the Dead.

1975

Michael Bishop, / Funeralfor the Eyes of Fire; lan Unison.
1'he Embedding; Brunner, The Shockwave Rider; Clarke, Im-
perial Earth; Delany. Dhalgren; Kllison, Deathbird Stories:
Niven, Inferno; Buss, The Female Man.

1976

kingsley Amis. The Hleralion; Oetavia Butler, l'allernmas
ter; C.J. Cherryh, Brothers of Earth; Herbert, Children of
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Dune; Wilhelm, The Cleirislon I'csl, Il heir l.ale the swcet
Birds Sang.

1977

Gregory Benford, In the Ocean of Mghl; (leorgc B.B. Marlin,
Dying ofthe Light; Bruce Slerliug. Inrolnlion Ocean; I)iek. /
Scanner Darkly; Dickson, Timeslorm; Bold. Ctdciray; the
Film Star liars (director George Lucas) announces the end of
the New Wave.

1978

Anderson, 77?<\7r«/«ly Shockley, Crompton D/rd/-,/: Tiplice.
| p the Halls ofthe llorld.

1979

Bishop, Transfigurations; Butler, kindred; Disc'll, On llings
of Song; Darko Suvin, Metamorphoses of Science fiction (si
criticism).

1980

David Brin, Sundiver; Gene Wolfe, The Shadow tf the Tor-
turer; Benford. Timcscape; Butler. Ilild Seed: Sterling, The
Irtificial kid.

1981

Cherryh, Downbelow Station; Dick, lalis. The Divine Inva-
sion; Wo\h\ the Claw of the Conciliator.

1982
Bishop, No Enemy but Time.
1985

Tim Powers, The Inubis Cates; \simov, fhundalion's Edge:
Brin, Startide llising.

1984

William Gibson's \euromancer establishes the cyberpunk
subgenre; Kim Stanley Robinson, The Ilild Shore; Butler,
Clays Irk.

1985

Margaret Atwood, The Handmaid's Tale; Greg Bear. Blood
Music, Eon; Orson Scott Card, Endec's Came: Brin. The | plifl
liar; The Postman; Robinson, The Memory of Il Idleness; Ster-
ling. Schismatri.r.
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1986

Mirrorshacles, edited by Bruce Sterling, is the definitive cy-
berpunk anthology; Asimov, Foundation and Forth; Brin
and Benford, Heart ofthe Comet; Card, Speakerfor the Dead;
Gibson, Count Zero.

1987

Butler, Dawn.

1988

Butler, hlullhood Hites; Gibson, Mona Lisa Overdrive.

1989
Butler. Imago,
1990

Dan Simmons, The Fall of Hyperion; Asimov and Silverberg,
Nightfall; Bear, Queen of Ingels; Brin, Fartlt; Clarke and
Benford, Beyond the Fail of \ight; Robinson, Pacific Edge.

1991

Gibson and Sterling. 7he Difference Engine.
1992

Harry Turtledove, The Cuns of the South.

1995

Vernor Tinge, / Fire upon the Deep; Colmie Willis, The
Doomsday Hook; Brin, Clary Season; Butler, Parable of the
Sower.

1994

Bear, Moving Mars, Legacy; Benford, Sailing Bright Eternity;
Robinson, Creen Mars.

1995

Neal Stephenson, The Diamond Ige; Bishop, Brittle Innings;
Brin, Brightness Beef: Turtledove, llorldwar: Lilting the Bal-
ance.

1996

Jack Vance, Night Lamp; Brin, Infinity's Shore; Robinson, Blue
Mars; Willis, Bellwether; wWolfe, E.rodusfrom the Long Sun.
1997

Joe llaldeman, Forever Peace; Waller John Williams, City on
Fire; Miller and Terry Bisson, St. Leihowitz and the ilild
Horse Homan; Bear, /Slant; Robinson, Inlarclica.



1998

Bishop, Time-PieewitHillor. Durable oj the Hilcnts: C;ml. i-'u
lure on lee.

1999

Benlbrd, Deep Time: O<tnl, lupiidiiluieril: \infie, | Deepness
in the Sky.
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