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Abstract

Science fiction has been considered by many critics to be strictly

a "pulp" field, containing works which are designed solely for entertain-

ment and of no serious literary value. I contend that science fiction

is more than pulp; the contention is supported as follows: The existing

criticism of the field in general is surveyed and cross-criticized, with

the conclusion that the content of science fiction is acceptable, but

the literary form mast be investigated in particular works as generaliza-

tions on the subject are profitless. The criteria for making literary

ta are briefly treated, in order to determine the conventional

indicators of "literary merit." Finally, five "close readings" are

offered, three of vhich support the claim that science fiction works

do possess literary merit, and two of which further support the conclu-

sions as to the content of science fiction reached in the first part.
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Introduction: Ot PFlpsI "and Respectability

Originally, T decided to write a thesis "about science fiction" because

too mch reading of the stuff in my youth had inzpelled me to enter .TI..,

in hopes of becoming a physicist. Finding literature mch more to my liking,

I t.ut that I could do a thesis wich would, in a way, be "interdisciplia"

by applying literry criticism to science fiction works. When I suggested

this project to my thesis advisor, I was warned that science fiction was of

dubious "intellectual respectability," and that to convince the powers-that-

be of the worthwhileness of such an undertaking would not be easy. Accordingly,

I turned to the tas of bibliograpby, expecting to find a very few articles

"-y critics who thought it a great lark to say nasty things about science fic-

tion; I assaed that I could dispense with them in a very few paes and then

turn to my intended task of criticizing several pieces of science fiction.

most of which I had already picked out.

Much to my chagrin and dismay, I discovered that literally dozens of

critics had felt the necessity of eiring their views about science fiction

Although most of the criticisms were as silly as I hadwinticipated, there

were so many of them that I felt campeled on grounds of intellectual honesty

to criticize the criticims in some detail and give the scoffers their day

in court before I could turn in good conscience to any original criticiamD

Finally, the thesis shaped itself into its present form: an endeavor to

dispel the illusion that science fiction is still the "Pulp" medium which

itadttedly was before the last War, with the original criticism included

subordntely, only included to prove certi points sbout the larger

Cuetion of' whether or not science fiction har "literary value"-iAn the

broad sense of being valuable literature. That science fiction has out-

grown the days of the pp, whose contents were characterized quite clear~y



by the bwwszm girls in cellophane spacesuits boing menaced by Bug-Eyed ion-

sters (berns, to the inititi ) which appeared on their covers, I shall ait

tegpt to show. Sme pulps still ccist, and sme tpulp" stories appear even

in the better science fiction publilcations, but stories worthy of serious

consideration also appear, and in great enough number that serious literary

critics would be well off to stop thinking of science fiction as a field

barely one step up frm the camic books, and worthy of no more attention.

The critical objections break down into two areas: there are objections

to dat is being sad in science fiction--what is called "content" in som

critical circles--, and there are objections to how things are said--"form"

in those *Sme critical circles. In Chapter 1, I deal ith the general ob-

jections to content by means of cross-criticism and the injection of my arn

opinions where necessary. The problem of content is only part of the problm

of literary value, however, and nowadays it seems to concern critics a good

deal less tha the problem of form. In the latter case, there are certain

general claIms end counter-claims which are deserving af note, and these I

mention tn the second half of my first chapter0  The only fair test of the

formal aspects of science fiction stories is in the analysis of individual

stories themselves, however, for the generalizations of the critics and my

general rebuttals have a very tenuous grounding in umezstrblei reality.

It was this, perhaps more difficult, nalytical task which I had originally

set myself, and hence I em able to turn with some pleasure to -a few close

raigs in Capter III, although they are noinll only intended to

justify the conclusion tht work~s of science fiction can be presented in an

"arftistic " sty]. 3.

The basic endeavor of this thesis, then, is to dteriewhether or

not science fiction can reasonably be consIdered as %more than pulp"'-

cnd if not, to consign It back to the rubbish hesp of mere entertainment.

ascience fiction is entertainn few dispute; aindeed one of hear



mUntS I have encounteredmost frequently in speakin"d avid ci

fi±cticn readers (called "fans" by themselves, "adicts" by such institu-

tions as aTime_ azine) is the argument that too mch cerebrating about

science fiction'by people such as me is ni rdng science fiction for them-

by "taking the fun out of it." All I can say before commencing to do so

is that such "cerebrating" puts more fun into it for me, and in theory

it also does so for any serious Ilteray critic. Fn is where you find it 0

if

P0

1
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Wo ha ie has ~prmoted scce fLictn addic. frath class of

"such paiths as mtctook~ collectors, astrologers, dog breeders. . . to

tS sociAl level of horse players (0ad $100 wndows), Gpra lovers,

hysIciss, brg creerizts-,g andStC sportsCa r nu "erhaps one oan ask no

mnore6 Also, if Mr. Eingley "( ) " A ts had, in his New japs of

which Me. was revi~ewilng Twh~en i; Ozrpresse ah abve apoal ut
ably deostrated the worth oscience i

Sider scien e f±iction criticism in gneral but could turn direc tly to the

work& kowever, neither of them has given us "he anser. " Amia is mainly
dealing in apologim and rtnliaon, pitched in tems of the "true

confessions of an addict. Kis major contribution li a detailed anlogy

betrween science fiction and modern jazz, whch is heC ulbut unfortunately
2 aves the imresrsion (which2 he later erpresses overtly) that science2 fiction

c. somathing different from the rest ot literature. Time, on. th other land

is being clever.

Science fiction, of course, does not xit. T is an asazrption, and
as such I shall not attempt to elaborate upon it to tooD great an extent. 'y

point Is sere"Ly that we must relze b1efore proceeding that in the field of
literature as a whole there ae man~y works which shcre the casoon science

fictioncharcter s of being eithr o Iutrk-je or taking place
a non-"hitrical" past or present, and which are not f antcasy bcausre they
entazil no contravention of the kncown laws of the uivcrse. The only apparent
reason for a critic to cell a work of thris sort "senc fLC ?iction"? is to

trade upon the pejorative vVlue of the term (oir if he is a "fan to trade

upon the approbatie value) WE Kennt &ethold, who hasinepedetl

stated 3y felings; makes the next logical step, aifter poi nn out the arr~or



of Mking science fiction into a "nre" ofthe sa e sort at the "Western

Eity per cent of science fiction way be bbish hw t we are caling
here "pulp"], but tis is little justification for Ignoring the worth-
while twenty per cenrt. .4&It is, in fact, timethw; sciene fiction
wasreleaed frm the "novelty corner"and included in that class of
itng knw 'mly as "fiction" wher it would reeive the attention

and respect that any serious and competent novel deserves.

And this is the other assumption I wish to make. ;owver, its justification

vill be more involved then the simple semantic earg=nt against the employ-

ment of "eience fiction" as a b k pejorative (and the consideration of

works like Brave New World as "amething else"--it&, as "too good to be

science fiction"). The justification leads us perforce to the problem of

what resons the critics offer for cc n or praising science fiction in

general. Weust consider such .reaso before we can in good conscience con-

sider Mtold's and my assut' ion tat science fiction is deserving of serious

criticism to be acceptble.

The first aspect of the problem of science fiction criticism is that of

definition and classification, which most try-Aut none really mang. Let

us concee ,tat, as in all areas of literature, the task of definition is

ore trouble thn it is worth--the boundaries re ssiply too fuzzy. Mr.rDmon

Knight, a science fiction author a critic ahose bbok of science fiction

criticism (done as trai t litery criticism--the only uch work I have com

os) nse hof er, I shall refer to again, resolve thina ad-

tribly by sayin of science fiction that "like the 'SaturdJay tvening Poet',

it mesa 'what we point to whe we say it. "

Classificatory sohems run rpant truhthe body of science fiction

crticim probably becauee once you say "science fiction" is like "Wstrs"

or "2detective stories, 4~ or better still "It 's all gadgetis and escapism, "O

you double your pejorative punch. The ange is eusing, from fourteen'year

old Toes Pulvertat ' "Five Types of Science Fict±on" hich Sjctor appar-
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fction in prtcur (The title of the article, by the way, "Using Scieuce

Ftction as Badtr'-to get the kiddies into the library, so that they in get

around to the better stuff0) FoUlcwing BUimn, science fiction anthologist

Groff Conin indulged in a bit a? aOlogt A1aled "What is God Science

Fiction?" wvich spoke, per contra, af the moral" value kiddies can derive

from the good stuff Still in the Junior section, though even more oat of

place becase grown-up himelf, H.A. Webb, stresses the prevalence of social

philosophy and the tracing out of the impacta of science in science fiction.

As bad as s is an article in The Horn Book ('"of Books and Reading for

Children and Young People"), in which we find a New York librarian declaAing,

'lie have stecred clear of questionable ethics, morals, and philosophies and
12

have selected stories which meet our andaro &or good fi&Lion." I trust

she keeps Lolita out of her juvenile book shelves also, although it would

seem that it has exactly the same claims for inclusion as most of the science

fiction books which suffer the fate--and that is simply the age of one or

more of the major characters.

The apparent reason for assmedly serious, intelligent individuals

missing the point of such devices as divorce courts for children (it's an

"off-beat" idea, hence satire; .t's not a suggesti6n, hence subversive as

juvenile fiction) is that the "product -image" or popular stereotype of

science fiction is too uch in tems of "Ylash Gorn orm comic

strips--hence they ex~et science fiction novels to be juvenile, and if

they conrtain juveniles as characters they must be intended for children. To

the am dept of analysis, lolita has dozens of analogues in Satu Ty Eening

Post stories about step-fathers who wia the love of their precious hi t be-

vildered little adopted daughters. John W. Campbell, editor of Astundin

since the 3's, has pointed out that Buck Rogers is precisely as representa-

tive of science fiction as Dick Tracy is of detective stories; both fields

are amnable to sophisticated, serious works, but the successes of both have

been capitalized upon by the real "pulp&"-the cic 13
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The newt most silly attacks are found in the "clever" EnlIsh-periodicals.

Of the three I shall mention (±eur, if you count Master Puvertaft), the most

egregious is one A. C.B. Lovell ho took it upon elf to issue a "Counterblast

to Science Fiction. "14 His most notable comment is in regard to Astui

of which he declares, "The very title. . .is repellent. NMr. J. B. Priestley,

the professed "historian of Western Literature" displays a lamentable literary

blind-spot in a pair of New Stateman articles. His extensive readings, he

says, have led Wm to see three types of science fiction, Western, adget,

and Humn, ihe value udgments are built in, only the "Human" story can ever

be any good for him. He claims that "No civilized men are wanted in the age

of space. No art, no philosophy, not [aic" wit and humr, no passion and

tenderness." Perhaps the exmles mentioned in Mr. Anmia's book will serve

to disabusehim of this notion, which seems to cme from reading too may

pulps picked up in railroad stations6 His criticism of "escapism," in "Who

Goes Where," is effectively scuttled by his own admission that one of his

favorite science fiction novels is Occam's Razor, which I would point out

deals quite literally with escapism--into another "time-track.'Finally,

one A. Staggers staers through a god deal of double,-tal allegedly parodying

IT
the pseudoscientific jargon he has encountered in science fiction. The over-

all point is that these men are writing "humr"'--or perhaps what they think

is satire. We mat recognize this fact, and not expect a reasoned critique.

I think what they are doing can be legitimately branded as reactionary, and

after having duly mentioned its existence I shall pass on to more reasonable

argumnts. I mention such "criticism" siwqply to impress upon the reader Just

how much hostility has been mobilized against science fiction only because

it ha 't"ad nm, " and not even on the pretence of keeping literature "pure."

Bordering between the fonrmer ridiculous and latter sublime, however, avre

three issues which are both "silly" and, in a sense, "philosophical": In the

first place, there is the vhole issue of the science fiction-Western parallel

The zot cnm n cam i tat sctience ftc tiona s cospoed r$"spce oper "



in which srceships have been substituted for horses and rayguns for sinsu

Now, granted there are num.rous works (mostly frnm the '30s) which are gail ty

of this cage. However, 1,) they were strictly for enter'nnt--as Westerns

were before the new "psychological" binge-, and 2.) they aren't being written

anyore, The same overall answer which holds in regard to Westerns also ap-

plies to the "it's al gadgetry" and "escapim"' carges-the objectors simply

haven't read enough science fiction. This is especially trwe of Clifton

hdtPan, wh rather breathlessly expostulated in Holiday, "Begotten by Magin-

ation on the body of Technology there springs forth the wild cid, Science

Fiction, grasping in his hand--the et. . ." He also speaks of it as

an "cutlet for our daydrems. The works I treat in Chapter III, by no means

uniquely isolated e mles, should dispel the above "that's all there is"

type charges.

The question of "gadgets" deserves further treatment. CLearly, the link

between science and technology means that "science" fiction will frequently

have recourse to the introduction of technological chages into stories.

However, it is folly to assume that "they are all 'about' gadgets." There

are stories, granted, which exat solely to have fun with the extrapolation

of a new "gadget." A good example is the "Les ?&dgett" (he'o a known

pseudonym, and it just occurred to me that maybe he'a a pun on "gadgett")

series about Gallger the genius-only-vhen-inebrieLed and his narcissistic

robot, Joe. Or go back to Huo Gernsback, who is considered to be the father

of moera science fiction; in his epoch-ang (not good, mind you, just

epoc-min), early twentieth century, RBaJlp1240S41l/, among other things,

like uley-.Ln yppedia, he also coined the word "television. " 'Let's

not hold him responsible for the result, let's just realize that science tic-

tion gadgets can be interesting and they can also play integral pars in the

development of a story, especially a satire. "Classic" examples are the two-

way television in 194 and the Hatchery (to name just one) in Brave New World

but ev'en a mre rcent, less renme, book (heprdrJ ead' The Bg ?Bali c1
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W) em.ploys a gadget dubbed XT (which transcribes and trasits axperiences-

including sex, naturally) as the means by which the admen achieve the ulti-

mate in captive audiences. Our moral is that gadgets are necessary for the

construction of "seriousi" satire. As well, I might add, they are functional

in serious investigations of huma nature; e.g., Isaac Asiunv's robotics

stories, one of the most interesting of which deals with a professor's

attmpt to discredit a robot which reads proof--and makes corrections which

the professor (m stically though ) resents ("Galey Slave" in the Deco

ember, 1957 Geagr).

B. "Phlosophical" Argumeats

I am unable to resist picking on M Priestly once more, for contrary

to his notions about the lack of "pbilosophy" in science fiction there is

a very large amout of discussion by other critics about the philosophical

content and the philosophical implications of science fiction, as well as

discussion of the content of science fiction in general. I m calling all

such objections to content and its implications "philosophical," in order

to distinguish it from the "artistic" objections--those which take issue with

how the content is presented, not what it is sayinge The broad problem has

been given the rather catchy label of "Idea as Hero" by Amis. The irportance

of ideas in science fiction is well-taken, especially if we keep his two

provisos more firmly in mind than his emrphasis would reure: first, that

the idea need not be a technological advance; secondan more important,

that the class of stories whch have ideas as heroes does not ccmprise the

whole of science fiction0 Satire, adventure for the sake of' adventure, and

even concern with individuals as people in future-.projected milieus, all fell

outside the guping.

One aspect of "idea §s hero" is the notion that the extrapolations found

in science fiction can be of value. Cmpbell is so concerned with science

fiction so "prophecy" that he thinks that "classIcal literary values do not

tou0h on " science iction& beese it &ALP o ocernedt prophecy. %T ti



re tempCerate elsewhere speaing of %cience fictiont a providing a "practice

area" for manipulating ideas which are "no practice" in the real world (e.g,

world-nihilating nuclear weapons). Here the value can be detected: Amis

speaks of the solving of future problems on the last page of his bock; -

bll. says, "Since mething'a going to happen (in the future], we might as

well take a little trouble and see what 'acmethings' might happen, and select

one that suits us." 'As usual, the point does not apply to all science fic-

tion, but is siMly one of many points which can be raised in defense of the

notion that it has value, in this case an intellectual, "cognitive" value.

And Cmpbell to the contrary, the value of science fiction as prophecy can

be distinctly enhanced by conforming, ;fherever possible, to "classical lit-

erary values," as witness the great eact of Brave New World on readers in

general. Granted the Hurley "name" has scmething to do with it, but he got

the- am smwhere, and the samewere was from critics who decided that he

did conform to the normal critical criteria. The point is that there could

well be authors for whom their ascciation with science fiction, and the

field's bad critical odor, are the only barriers between them and similar

critical acclam The value of Ideas for the future is not inconsiderableo

especially when they can be applied to the present. To present a classical

literary claim, I would urge the consideration of the science fiction author

in his just-discussed role as problem-oolver and idea-generator as fu&filing

Shlly'sa dictum that the artist is the unacknowledged legislator of makind.

Another aspect of ideas as heroes is the issue of satire. Most of the

critics ait that science fiction is a c ano vehicle for satire; in his

article cited beo, thog, ichaeon claims that he finds the satire

"too passiitL " In opposition to hIss view, Tfreguboff found social cri-

ticism in 68 per cent of the stories in her aample, and solutions offerred

in 6+ per cent, so the satire wolid seem to be non-ipesimistic, in the

general or "average" story. When rssinism is found, it is not without cer-

Pt philosopiclju i to commnd it: T the firnt lase iU the
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issue of simple versimi'litude; for instance, the captive audience of The

_Ba ofWa% is something which could happen; the death of the Savage in

Brave New World is smething which would happen in the circmstances des-

cribed--and they are, in turn, quite possible on the basis of affairs of

today.

Te second justification of "pessimistic" satire is the question of the

moral consequences of satirical science fiction: A sufficiently :rightenin

description of the futur consequences of present folly way serve as a detero

rent to the folly; witness On The Beach, a novel about the ultimte doomof

the n race in the after-radiation of an atcmic war: the Boston showing

of the movie version va picketed by people sufficiently aroused by it to

want to protest nuclear testing. As a further note on the subject of pessLmism,

poetess Rosalie Moore object o the "dovbeat" ulity of sco-called minstream

writing, and finds science fiction to be far more optimisticA. Her generali

zation comes closer to being ccurate, I have the feeling, than many of the

ones in regard to science fiction, both pro and con-not that any generali-

zation holds completely, but some cover more cases than others0

Pessimism aside, let us return to satire in general. Satire can be a

valuable thing. In the Brettnor symposium, AsimoVplumps for Vnat he calls

"social science fiction," which amouts essentially to what I have been

calling satire. (He claimed in a recent stright science article that all

his puns are intentional so I imagine we can read in a pause after social

or run it on into social science as we preferj ) His point is that the "branch

of 11erawur 'which is concerned 'with the impact of scientific advance upona

umnbeins can make the contribution to society "of accstmig its readiers

to the hogt of the inevitability of continuing chng and the necessity

of dietn end shaping that change rather than opposing it blindly or

blindly permtting it to overthrow SoilussS ie n s .

Sociologists 8. Finer and Osar .Saftel are tamples of friendly

trend hounds. ' Finer :tnds oQnly a rtll proportion of socal orit but



being EngisLh he is not readng exactly the same market Trmegboff sampled.

He even finds a "high degree of social significance in the mere fact that a

large nuber of people today like ingenuity for ingenuity's sake," the "dis-

play of intellectual ingeuity" type being his second category of storiesa--

"simple adventure" the first. Saftel, writing in "A Marzan Quarterly,

has more obvious vested interests and says that the "greatest service" of

science fiction is satire, of Vhich there is little to be found elsewhere.

Even Amis, elsewhere ca vociferously for an "invasion from above"

(iMlying, no doubt, that we will shortly be graced by an Amis science fic-

tion opus) and concluding with the observation that there are a few com-

petent "minor writers" in the field who should serve as es to bring

"into existence the figure of real standing" (himself?), puts in a wod

word here and there for satire.

Camell points out in Saturday Review (note 19) that the projected

societies are not necessarily endorsed by the szbhors. "A mother can tell

her child tly what will happen if he sticks his hand in the fire [aha.

a Moses myth]; that doesn't mean she wants it to happen. Unfortunately,

by taking satire and social criticism to heart, too literally, some peple'a

feelings are liable to get hurt. Just as the Vrxian "outsi" are delighted

to find criticism of any sort because they believe that constructive cri-

ticism must zun in their direction, the vested interests of the "ins" are

joggled by satire of existing trends, or, even 'worso, institutions. It is

little urrise, then, to note that the major attack on science fiction as

preyor of Scientism appaxed in Catholic World. The tItle was "The Cult

af ScIence Fiction" and the arguet was, in easence, that sCIence fiction

preaches Scientis and $cientim is terrible stuff. Now perhaps any non-

dotionaL literature is a bad thn to somie people, but science fiction

doesn' t see all that much worse than most. In the first place, Scientis

may not even be there. Treguboff 's figures show 59 per cent of solutions

to social criticisms as being accomplished through the social sciences, and



as _I remember it the physical sciences are the ones 'which are supposed -to

be the hotbeds of Scientism. Further, Arthut- S. Barron, in the Bulletin

of the At c ScientitSF thinks that sciendlets read science fiction

primarily for the "gamorization of the scientiacc they find, but also

because science fiction is a "protest geinst the use of scientific know-

ledge and technology for anti-bum ends," a finall to find a "reaffirma-

tion of basic values" (Intellect, orderly universe, and universality of

scientific method). Curious values, perhaps, but scarely an attack on the

church in the vein of a Voltarian "ecrasez 1'infam" feud. Even such a

stolid pillar of society as Mrh Fn man speaks hopefully of science fiction's

coM with (not proselytizing for) the problems of what Asimv called the

impact of scientific advance. The 1vhole Scientism issue seem to be simply

a question of 'where one's vested interests lie.

Claire Holcomb aunied matters up on the subject of wat I have been

calling, quite broady, the satirical aspects of science fiction, saying that

"When ified by time, literary prestige, or philosophical pretension,

critics call this kind of science fiction [prototypified by More, Swift,

Butler, Huxley, etc. 3--if optimistic--utopian, if pessimistic--satire.~"E

A far more agreeable charge than that of Scientism was made by Finer.

He detects a uniformity of the objects of attack: 29

Caste societies governed by closed ruling cliques. . .They [the science
fiction writers] invisage docile populations. . .uike .uley and
Orwell, their stories end on an optimistic note; but their fears are
the sam Indeed, their cn mn characteristic is liberal zansm.

The iprtant notion is that of "liberal hu am," of which the optimstic

or "upbeat" endings he also notes are a concomitant. In my alysis of

Tore ,hnEmn I indicate the overt brand of N am which is a theme

of the book. The motivating, covert brand which Finer, and even Amis among

others, refers to, is a factor in .stories like "Disappearing Act"--which,

as we sha see, condemns anti-hrm anm quite vigorously. Now, although a

ecience fiction author Miriam Allen De Ford is a contributing editor of
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The TWanist, most of what I am calling the hManism of science fition is

not of the almost religious type of the Americau hmanist Association. The

"faith" which gmpels the large class of optimistic stories comes closer to

a rational Enlightement, or perhaps even Renaissance, world-view. Although

Amis refers slightingly to "the pieties," I'm sure the Church, at least,

would be relieved to find that "the scientists" aren't as cold and hard-

hearted as they are somtimes thought to be.

On the basis, then, of many critics' observations, there is some sort

of sm afoot in science fiction. It does not entertain deleterious

moral consequences, for the most part, and those stories which contain

features currently unaccepted (e.g., Heinlein's court where children divorce

their parents) must stand or fall on the rationale which the author offers

for them,. The apparent main-strewmwr's value judgent that unreasoned hope-

lessness is superior to reasoned hopefulness seems to me frankly to be the

view of a closed mind which is quite alien to mine, exposed as it was to

science fiction since age ten.

Another point in regard to the content of science fiction is that of

"sophistidation." Thought Priestly and Lovell ae Stm my betes noires,

Amis's cmment that science fiction is less sophistipated than other types

(i .e., main-streai) and in it we can "doff that mental and moral best be-

haviour ith which we feel we have to treat George Eliot and James and

Faulner, and frolic like badly brought-up children among the mobile jelly-

fishes and unsteble atomtic piles" (p.133), leads me to believe that for a

very bright young man he has a slight, unfortunate, tendency to be insuff'er-

ably cute. Granted there can be a case made lamenting the passing of the

oldstyle "thud and blunder" space opera. John Christopher, another English

vriter and this time one who has done science fiction, wxed sentimental

(according to his own descripion) about the subject in the October, 1956,

!azine of Fantay and Science Fiction. A recent issue of Saturday Review



also mentioned that the old days were more fun. But few readers today would

think they could run barefoot through any of the current science fiction

periodicals other than the rpulps, which we are blissfully ignoring

here; for the pulps do not especially outnumber those periodicals in wich,

as Claire Holcomb said of Astoundig in particular, "the quality of its

stories, articles, editorials, and book reviews has consistently been far

higher than that of its paper"4--and we, r ber, are attempting to present

reasonable grounds for agreeing or disagreeing with the '"more than pulp"

proposition. Mr. Amis's behavior can perhaps be best explained in terms

of "Give an author an image, and he'll take a metaphor." (As toea es

of "sophisticated" stories, I would. call attention especially to "Disappearing

Act" and "Poor Little Warrior," below.)

The final point I shall discuss on the subject of critics'- objections

to the content of science fiction appears in rather curiously polarized

form: Scientist J.R. Pierce, writing in Science claims that he finds the

stories well written (a novel point) but decries the lack of scientific

ideas which he wants for the confessed "escape" he is seeking.3 0  Critic

Joseph Kostolef sky, writing in Antioch Review, thinks little of the writing

(though he cites a few "good" writers), but decries the need for a special

backgroud to read the stuff which is "as esoteric and incomprehensible to

the laya as modern poetry ever was "--and although the poetry requires

"patience," the science fiction requires "infinite patience. . .[and a]

short course in quantum mechanics. " E Assuming that both are honorable men

and are reporting what they really found in their reading, the inescapable

conclusion is that by some quirk of statistics neither read what the other

was reading. Pierce's complbtnt is of course the result of a vested interest,

and the appeal of straight science has a rather limited audience--althoug

one friend of science fiction augeted to UNESCO that the teaching of science

could be accomplished by mean of encouraging backward peoples to read science

fiction. Kostolefsky's complaint is more difficult to explain, but it is not
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"this lack of realism in character [which] has led Bernard De Voto, probably

the best literary critic in America, to describe it as a form of literature-

which has succeeded in almst completely doing away with emtion. '1"4Amis,

who also mentions the bad writing to be found in science fiction but declares

the October, 1958 Astoun to contain no stories which are "offensive in

style,"35 ana to strike the mark later on the subject of character. The

reason for the lack of "personality" in much science fiction, he points out,

Is that the characters are simply symbols being employed by a satirist. 36

The symbolic, as opposed to "realistic," nature of a character in a

satin does. not acquit the field from the bad writing charge. However, I

would point out that even in a hypothetical story where the idea is intriguing

but the prose is bad the evaluation of the piece is quite subjective, depending

on whether the individual reader holds mental facility as being more important

thanfastidiousness of prose. (The hypothetical case is not too liable to

transpire for, as someone whose identity I can't recall remarked, the authors

are professionals involved in mak a living selling their stories and would

not get away with writing so poorly as the pulp contributors could in the days

when the idea of even space travel was so new and exciting that the reader

would not be at all bothered by a double negative or a misnomer or two.) It

is perfectly possible to attach a higher value to content then to form so

much as to be virtually unconcerned with the latter; however, one rarely, if

one is a science fiction fan especially, goes the other way. As Isaac Aaimov 3

points out, "good writing" does not make for good science fiction; nor, I hOpe,

can a mantreem story be considered good if it offers polished form but a

paucity of content. Art .alone cannot gnerate ideas, but Ideas can be pre-

sented unmellished and still af'fect the reader favorably, though of course

embellishment can be an asset. So much tor "bad writing."

Arthur Koestler at least does not simply give his opinions as pronounce-

ments and let them rest on the weight of his reputation, as many of the others

seem to do. He offers reasoned armnts for his cgndemation of science fic-
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tcion as art, which we shall now discuss. He claims

Science fiction is good entertairent, (but] it will never becam good
art. . .Art means seeing the familIar in a new light, seeing tragedy in
the trivial event; it means in the last resort tobroaden and deepen
or understanding of ourselves.

His definition of art is sil to the one Rosalie toore uses in berating

tream fiction, in the Erettnor symposium: "To put it in the crudest

possible terms, the mainstream writer too frequently is concerned with say

in the most sensitive possible texms, of course: 'Isn't it terribly sad?'."

Now althoug Koestler's arg t can be called reasoned in that it states

its premises and proceeds fram them in a logical fashion, and this is a far

ore tle procedure than the promnciamenti encountered above, the arga-

ment cannot exactly be called reasonable for its prmss is, though fashionable

perhaps, quite suspect. Koestler has delineated a reasonable mode of artistic

empression, one which is more or less attractive to an individual reader de-

dingupon his personal prejudices; his mode is not, however, the only oneo

It seem that every literary discussion mast mention Aristotle somewhere

waever one thinks of him in general, he still remaina a pretty shrewd ob-

ser of the factors of art which most affect htman beings. So a legitimate

compementary view to Koestler's, though also not the only mode,can be offerred

in tenms of Aristotle's criteria of importance or tUe Cenaracfter*

The heroes in science fiction frequenrily have worlc-hakngpowers or

positions of mprace, although Rtice's The Adding Machine is one instance

of a -"science fiction hero1 who is a lowly, u iotant hokkeera We are

treain the general case, however, and Khestler is fairly accurate in in-

f erring that most science fiction is not on the "trivial, everyday" scale

(but see "Poor Little Warrior" for another interesting exception). Aristotle

dictates kings and other "high" types as heroes, or protagonists if you prefer;now

the titles ar jettisonned, but the functions are the same as we frequently

encounter in science fiction. The reason is clear, for a reader will far

more re ady identify himself with King Cedipus (if he isn't afraid of being



accused of having the comple-but Then '42?edipR " himself didn't) than with

the sniveling little bookkwper of Rice's modern play. As Knight says, "Our

undlminishad wonder at the mystery which surrounds us is what makes us

In science fictioa we can approach that mystery, not in small, everyday sym-

bolh, but in the big ones of space and time."

In terms of Aristotle's requirrent of "affinnation, " and perhaps even

catharsis, science fiction is again far more Aristotelian than most other

modern work. The hero doesn't always win; but when, as happens often, he

does, the act is an effimation, both within the story and to the author,

of Baron's "order in the universe" and of Amis's "pieties " Onceagain,

the es-le is the grand scale. Capar, for exple, tream's The Last

Angry to Pobl and Kornbluth's bighlfy praised (even by Amis) The Space

Mrchats. In the former, Thrasher, the advrtizing executive, finally returns

to the fold of the agency, feebly insisting that he will do his best to inject

a mall note of dignity and social consciousness into the ad racket, although

he admits to Mmelf how little good it will do. In the latter, Mitchell

Courtenay, "star class copysmith, " falls f his high position, but when he

is raised again and even made president of the biggest advertising firm in

the country (a position far outstripping that af the president of the United

States in the postulated society of the book), he mnages to give control of

the colonization of Venus tp the"Cornervationalists", and goes off to Venus

with them to develop the planet along the lines of reason which were not

followed in the rape atf Eart's resources (much of which has happened al-

red, in our real world of the 'present). The choice betw~een not even

saving one S self, and saving both one's self and a world in the bargain is

not a hard one to make. Further, the former book is not a more reasonable

conclusion, based on the premiss of the innate depravity of? 2an; in the

latter book, 'the depravity Is there end Ertlh is abandoned to it-but, men

can be better than &mn, and the affirmation of the conclusion is not only

in cosonnce with the premisa, bir all tha more caelng because of the



naeessity of renouncing the home planet (which orerates perhaps symbolically,

but not, I think, as the rejection of Iother or whatever it is the myth

hunters would have us believe; it is perhaps a rebirth, but it is definitely

not a regression).

So Koestler's onadic" view of art as restricted to the everyday is to

be rejected even on the grounds that it is not a v1id representation of reality,

to say nothing of the movral 4es and audience-responses arg nts vhich could

be raised on our Aristotelian foundation. Koestler raisce one other objection

which would be worthwhile to consider, though he seems to be playing Amisa'

gameofpmetaphor-making rather arguing logically. He approves of BMve

New World, Gulliver, and 1984 because of their "social message." They are

"great literature because in thm the additions of alien worlds serve merely

as a background. . .In other words, they are literature precisely to the er-

tent which they are not science fiction, to wbich they are works of disciplined

tion and not of fanty." t replies tohim directly, saying that

the objection applies to all fiction and the excellent point that

"science-antasy is a form: what matters is what you put into it" (p.2).

Granted, I would even say urged, that science fiction is concerned with s@

things artistically, as opposed to saying things artisticall ; the problem

is not science fiction's functional employment of literature: Rather the pro-

blem is Koestler' asuggeste4 alternative approach of the sacrifice of content

for form, the practice of almost-infinitely embellishn elot nothn at

all; not ar, but "at3 mess" for its own sake--in short, the limit which

Kostolef sky and I agree odra poetry tends to apprac. Thelnit also

tonward chic Koestler would, pard celly, seem to be urgn us when speaking

of the finding of tragedy in trivia (bigger and bigger eoions evoked by

S ner and er situations, as the artist's "skill" increases), yet

aaginst which he seams to be warning us by speaking of "social message" and

af "disciplinedm Ion.

To conclude with Koestler: On the subject of universals versus trivia,



iadmit that I prefer artists to deal with universals becmase I have a per-

sonal1 inclination to agree with Shelley's dictum about the artist's being

the unacknowledged legislator for mankind-this shows that I may be naive,

but at least my art's in the right place. Also, if Koestler had read works

other than the aparently strictly adventure pulps about which he apologizes

for his "occasIonal addiction, " andi had read enough In the field to have

grounds for his generalizations; Lc would probably have come across the works

indicated in the Treguboff statistics, the Finer "Profile," and the other

samples cited above, which he would have fond quite similar to Brave New

World and others which he likes. Had he done so, we would have been spared

the last few pages, perhaps. However, we must be duly grateful to him, for

he Aristotelian paralel he forced me to discover is a corroboratory poiilt

to the "more than pulp" thesis which far outweigha in imortance the squanderingof

so much space on a relatively unimportant article. (Please note, as a partiug

shot, that the protagonist of Koestler's own DarknessatNoon was no mere

Pty small fry himself; methinks the gentleman saith not as he doeth.)

D. and Conclusion

As advertized, the critical arguments against science fiction break

down along the lines of objections to content and objections to form rough

cross-criticism and the injudicious employment of my own observations, I be-

lieve that the content aspect has been taken care of as thoroughly as can be

mngd under the circumstances. As to form, or "literary merit, " the general

refutations can be made in like manner to the Koestler affair end bandied about

as inemialy as a mainstreamaofaconsciousness monologue. However, we have

arrIved at a point where at my original intention of aimaply diggig in and

criticizIng scme specific science fiction stories is necessary to the conclu-

sion of our inquiry. It would seem to be inescapable that we get down to

cases, if we want to reach at all fairly a conclusion as to the literary value

of science fiction; for, although the ideas to be found in it are often val-

uable, literary merit is also a very large factor in the adjudging of literary
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value"-Kertler woild Iply that it is the whole question, perhaps.

HNow it Is impossible to analyze enough science fiction to reach an over-

powering,clearcut conclusion here; but, after indicating briefly in the next

chapter what literary value and merit are, I shall tty to show that the re-

quirements for conventional literary merit are met by some science fiction

works. It is then assumed to be incumbent upon the critics to assess other

works individually, for they have no excuse to ignore a field which even its

detractors frequently call entertaining and which an be shown to have some

(though probably no more than any other "serious" field) nggets in it. To

a miner intent upon enriching bimself vith the nuggets he finds, the dirt

with which they may be surrounded is of small consequence. Knight' a sensible

credo is that "science fiction is a field of literature worth taking seriously,

and that ordinary critical standardscan be me applied to it: e.g.,

originality, sincerity, style, construction, logic, coherence, sanity, garde-

variety a a."(p.l1)men Amis, who had earlier said that "stylistic adequacy

is all one need demand fran euaples of the idea-category, which is not a

vehicle for the verbal imagination" (p.137) and missed the point of the artis-

tic ellishent of ideas' making tham more effective finally adta tat:

A .new volume by Pohl of Sheckley or Arthur Clarke ought, for instance,
to be reviewed as eral fiction, not tucked aray, as one writer ha
put it, in something called "Spacemas Realm" between the kiddy section
and the dog stories. Hostile critics fram outside the field will make
public utterances upon it revealing a degree of ignorance that would
never be tolerated if the subject were Indonesian pottery or Icelandic
loan-words in Bantu. And, alongside the justifiable scepticism of the
otherwise intelligent, considerable prejudice remain. That a badly
produced pulp agzine can contain adult writing is a lesson not easy
to learn, however often it may be spelled out. (pa- 149-50 I

Aside fro observing that he abuses ~ccnmas almost as badly an I do, per-

haps all I can do is repeat my initial query: is there anything more we can

ask?



Chapter I OfTeries and eao,
criteria for Ltr1 tget

Without going into a thorough investigation of literary theory, I

should like to clarify the difference between "literary value" and "liter-

ary merit.1 ' This is not merely an exercise in semantic purity, for the

distinction is necessary to the discovery of the criteria which we may apply

below to same works of science fiction in order to determine if they are

possessed of what is co fly called literary merit; for literary merit is

the as yet unresolved issue on which a final verdict as to the worth of

science fiction as literature hinges.

Literary merit as used above by Finer and others seems to apply solely

to the "artistic" aspects of a piece of literature, that is to its fom or

-modeof presentation. Literary value, for the present, can be thought of

simply as the measure of the intellectual effects of a work, divorced from

how well the ideas are presented by the work. The distinction is along the

lines of form as opposed to content, the areas vhich separately contained

the critical arguments discussed in Chapter I. In other words, what I am

calling literary merit has its basis in the work itself, without relating

what is said to erternal, real world, values; literary value, on the other

hand, is concerned just with the relation of the work to the world.

The best way to get at the criteria for the assigning of literary merit

is, I believe, by looking at the reasons which critics have off erred for

the general value Judgmnt '"X is a good piece of literature. " By virtue

of the above definitions of' literary value and merit, the reasons found

which do not apply to value will be the basis for our literary merit cri-

teria, for the two have been set up as tive. Now the tork of sorting

out critical argments over the ages would be far beyond the scope of this

thesis; however, in his book Aesthetics (see Bibliography), Professor Monroe

Beardsley has done the work for us, and all we must do is report on the



tpes of reasons he cites, and then extract those which pertain to lIterary

merit.

Althogh only five in number, his grouping appears to be exhaustive.

I shall merely list them, ±gnoring %ith one exception his argments as to

their efficacy in the critical process.

In the first place, a class of reasons can be given such as:

It is profound.
It has something tmportant to say.a
It conveys a significant view of life.
It gives insight into a universalhman problea.

Beardsley has labelled these reasons Cognitive Value types, and I have

borrowed the phrase for use in Chapter I. Argments based upon the icit

acceptance of the cognitive value criterion were a major portion of the

charges levelled at science fiction in my section on "philosophical"

argumenits.

A related type of reason could be formulated as follows:

It is uplifting and inspiring.
It is morally edifying.
It promotes desircable social-political ends.
It is subversivec

ese are obviously based upon a work!'s ral Value, end Professor Beardsley

so labels the type. The importance of the moral aspects of a work of liter-

ature goes back at least as far as the Poetics, and forward as least as far

as the librarians of Chapter I.

The type of reason which I shall include only for the comleteness of

the grouping, but then reject for fvrther discussion, are those which Pro-

fessor Beardnley mentions as being based on the artist 's intentions, his

powers of expression, wortmanship, ornality, or nincerity. These reasons

which refer "to omtigexisting before the work itself, to the eane in

which it was produced, or its connection with antecedent objects and pay-

chological states" he calls Genetic Reasons. They are less applicable in

literature than in music or sculpture, probably, and at any rate the case

has been frequently made that the intention of most artists is the con-
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vacuous ±'crzlations, and for this rerzon Protossor Beardsley ob jects to

them0

final clas reasons according to Professor Beardsley are Cbjective

Resos dich tefer "to sone Ccharcristic-.tat in, saoe quality or in-

tern~al r.elation, or set of gualities and relatontsa.xcthin thme work itselt,
or to sca~e mneaning;-relation between the work and the world.~ " Ee cites three

ids, or sub-types, of tjecttve 3ea'ons: Unity, ComwleIDty, and Intensity;

he then clatms that all bjactive Rea-sons may be sesed under one or thE
other of these heads. The types of (bjActive Reasons re those appealed to,

freAulntly mtplitly, by "New Crtis, " "close readers, ""nalytcal critics"

yf M on's u3ag), or whatever you choose to call theni Actally, it int

bbsered-, h cnntations o "oJEctAviwy" ar' zcetht of a zai3an&1

24



thesis, as any reason may strike a particular reader as being sufficient in

The Cbjective Reasons can probably be viewred as a special t of Affective

Reasons, with the general classes of the former being canons abstracted frm

factors which comonly have psychological appeal. Freud's essay on "Wit

and Its Relation to the Unconscious," for eample, suggests that the finding

of Unity (and especially as a resolution of Complexity) is of universal

There are apparntly no other criteria c rmmnly used in the evaluation

of literature. Now clearly Professor Beardsley's first two types, referring

as they do to the content of the work, are the criteria for literary value

in the dished snse of the tem which we are tentatively employing. The

final two represent the sought-for criteria for literary ert, as they re-

fer to foral qualities of the work. t is, the features of unity, coM-

plxty, intensity, and "-pleasurable" effects are the indicators of literary

merit for which we shall look.

We have found four usable critical criteria, then, and have seen in

Chapter I that works of science fiction can and do satisfy the first two of

them (in regard to Cognitive and Moral Values). Before alying the Affec-

tive and Cbjective criteria to a few science fiction works in order to test

their literary merit, I should like to stress the fact that literary merit

is not the sole criterion for stating that "X is good literature1 that is

for the finding of literary value as the term is more comonly used, "art

for art's sake" claims notwithstanding. It is not "necessary" in the logical

sense at the word, for a value judget can end has been based solely on,

say, the moral value of a work0 Nor is it "sufficient, " I would claim, for

the "literarily valuable" label is not to be applied to works which say

nothing, but do so ins a literarily meritorious way.

Let us observe, then, that there are no individually hard and fast

criteria for literar value, in the hroad sense imrplied by the title of this
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h eIII: P Sturgeon and Ctasr Fish, Smae "Close Readings"

A. Sturgeon

If I had to choose but one work on which to base my claim that science

fiction does indeed contain works which possess literary merit, that work

would be Theodore Sturgeon's Wre Than Suman As a matter of fact, my

origin l interbion was to do a thesis dealing only with close readings of

science fiction works, of which the Sturgeon novel was to have furnished

roughly hat my material. When the issue of the "intellectual respecta-

bility" of science fiction arose, my plans were chaged, but in view of

the necessity of giving exmplea of literary merit in science fiction in

order to complete the argmt for the respectability of the field I have

been able to keep the novel in the discussion, if only as a test case.

To illustrate the fairness of my choice of More Thas represen

tative of good science fiction-that is, to show that it belongs in the

.iscussion for reasons other than the pun it furnishes for my title--I

should like to mention What Don Knight said about it in one of his essays,

after uoting the first paragap: " God, it's all 4ke that, violins

and stained glets and velvet and little needles in your toat" (p.80)

his f a man whose difficultness to please is leg ng science

tiction fans. The novel won a hgo.-awarded by science fiction tans at

their anulconvent ions after the fashion of Hollyjwood' s Oscars (the name

ugo is 1 n honor of ao Gernsbek, who introduced science fiction to the

A terican magazines on a regular basis early in the century); it was alSO

icked as the alltime favorite of English and American fans polled in 195&-

on the basis o our Stoundin 1 poll and Enand' s 'ebula poll, taken on a
2

Yeirhted average. So it's a pretty good work, according to people who are

more serious "addicts" tIh Mr0 Ais; and besides, I lik0 it.

Although this chapter is surposed to be dealing mrcly with theden



stration of the literary mr~i3 to be found in science fiction, I must admit

that I shall "asneak in" scrPo considerations not directJy germane to theri

teria implicitly based on Professor Beardfley'is Affective and Cbjective Reasons0

I crave the reader's indulgence in considering the digressions as further cor-

roboration of the claims I made in Chapter I as to the conteirt of science fic-

tion.

There are three parts to jorehnuman: Thhe Fabulous Idiot," "Baby

Is Three," and "Morality." In the first part we meet the Idiot, Lone, who

is leading anaimless, driftimg, idiot's existence, but who has "sthing"

within whichisnot yet functioning. An-intangible "call" leAs him

to the home of r. Kew, a maman who ha retreated f£ro the world and ;|s

bringing up his two dahers in ignorance of it. The Idiot breas through

the fall surrounding the Kew place and meets relyn, the younger daugher;

though he caot talk and neither of thm know the meaning of kisaing, tihey

sit together and are happy, until discovered by her father. The father whips

the Idiot and beats his d cuher to death; he then c mits suicide, leaving

his other daughter, Alicia, alone and terrified. A famer, 4rod takes the

unconscious hulk of the Idiot in, and he and his wife nurse him back to

health. They lavish much affection on him because the son they had expected

"waa never born." While Lone is recuperating, several characters are intro-i

duced in tngential episodes: Gery, who runs away- from an orphanage because

all he findz is hate; Hip Barrows, a brilliant boy whose disciplinarian father

forces him to go to medical school althIOUgh he is a talented engineer even

ithot schooling; Janie, who is able to move objects teleicinetically (by

mental power) rand hates her mother, Wttma, who is coitting numerous adnl-

teries while her husband is in World War II; and a pair of negro twins who

live in Janiet a apartment house, and who are teleports (able to move ifrom

place to place by mental energy). Som time af ter Lone is cured and ha's

develoed litrited t eeathic powers so that he learns to spesk with the



Pxodd, the Prodda are e pecting a child and so Lone leavas them and builds

a hut in the woods To the &at eventually came Janie and the twins, and

Lone takes them in. He also takes in the Prodd'sa chfld a mongoloid in appear-

ance, but able to cm iate telepathically with Janie Baby, as they call

him., is akin to a cqjuter which gathers and correlates information. In the

course of questioning Baby, one discovers that he, Baby, Janie, and the

twin porise a gestalt organism which has far greater powers than the nor-

In the second part, we encounter Gerry agin. He is in the office of

Dr. Stern, a psychiatrist. After a long interview, Gerry discloses the his-

tory of the gestalt organism during the intervening tim: Lone had taken

in, and had eventually died. The gestalt, with Ger as its new "head" went

to live with Alicia Ka, tho owed them a favor according to Lone. Gerry -sub-

sequently kills her because she was ruining the rapport of the gestalt by

giving it too easy an environment and trying to mother it. Becanse of the

killing he has gone to Stern, and through Sterns nquestinig recalls Alicia'a

M ries of her meeting with Lone, at which time he had ordered her to read

my books the contents of which he extracted fn her telepathically; in

returnfor her help, Lone had had intercourse with her, which was her un-

conscious wish to cerwenate for the horror in which her father had taght

her to hold men. When Gerry had told her that "Baby l'is three" she began

thikig wildly that her baby would have been three if she had conceived,

and as Stern explad t~o himt, so overloaded Gerry's latent telepathic

faculties with her pyachic blast that he 4uffered an "occlusion" and did not

develop the faculties further, until he had overccame the occlusion thogh

recounting it. He goes off to rejoin the kids, and to develop as best he

cat thugh Stern warns h that witbout a sense of morality the gestalt

A11 be as lonely as tone was as an idiot. Gerry leaves, uncamprehending.

In the third part, Hip is found in Jail by Janie. She bails him out,



and ministers to him during his apparent insanIty, characterized by a coM-

pulaion to get sick and die. Through a war bac process, he even-

tually recalls that Gerry (whom he remembers as "opson," the Air Force

psychiatrist to had treated bin) had induced the copulaion in him seven

years before, when he had come across Prodd'o old truck which was buried in

an antiaircraft range, and which he discovered because n: antigravity device

with which Lone had fitted it was ca-ing the prcximity fuses of the shells

to go haywi. Janie tells Hip that Gerry has became deranged, and takes

him to Gerry in the hope of Gerry asm Hip, t ing it an intel-

lectual ercise for himself devises a code of ethics for the "uper

which Grry etracts fromhis U nd and accepts. Eip is incorporated into

the gestalt as its conscience, and then the gestalt is acepted by the

Co ty of already existing gestalts for it fas inally grown up.

1. "(bjective Reasons"

The most striking charteristic of More Than Human is the series of

"incmpletenesses" which run it, not only of charaters, but of

philosophies, organims revelations, and other factors. The most obvious

overt references to incompleteness are found in the descriptions of the

Idiot, Lone, although we shall see that there are so many other instances

tat Incompleteness =a" be looked upon as a them of the book.

Lone is introduced as being soe~i5less than hmuan, an idiot--a

man anqe, an incamplete person and personality. Further, aLk a stone

in a peach, a yolk in an egg, he carried another thing" (prpi-5), a thing

which was useless to him though an "inner ear" receptive of 'mruig

sendn, speaking, sharing, from hnrd, fraom thousands of voices"'--Lone

has a potentiality, but it is bottled up inside his idiot self and useless--

his functioning is incmpte. Aside from the zumeroas as of Lone's

lacks and shortomings (he enters the 'rodda' diningrom nude for he has

none of the social graces; he can neither read nor drive a truck), perhaps
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the most effective meanS o suggesting his incomleteness iS that of not

attaching to him a name until- he has been the prominernt figure of' the

novel for some twenty-seven pages; then, through the Prodd's ministrations

and his own ability to sense what they 1 ent of him in a crude fashion at

least, he overcomes his lack of speech to the e-tent of giving himself a

name.

Nor are the other characters presented in the first part complete.

It. Key has no sense of good; Alicia has no knowledge of the outside world,

nor of what outsiders would call Truth; Evelyn "knows no evil at all";

neither daughter has what might be called a complete education for life.

The Prodds are parents without a chld. Gerry is a child rithout parents,

a child with only hate and no love. Hip has talents but no goals, no aspira-

tions. Janie has power but no control; her mother has no husband, ina es-

sence and later in fact. The trtine cannot speak. And so on.

The second and third parts follow the pattern. Gerry goes to the

psychiatrist because his memories are incomlete, and because his know-

ledge is incomplete in that he wants to know why he killed Alicia. In

Alicia's memories as related by Grry, Lone saysthat he is waiting in

the wods because he (as gestalt Qrganisfm) isn'-t finished, but "I don't

mean 'finished' Like you're thinking. I mean I ain't-'ccnpletcd yet. "(p..134)

Stern tells Gerry he still lacks something--morality. In the third wpart,

it is Hip's memory which is incomplet e, and he himself' is initially no

longer functioning as a human being. Finally 5A is revealed that the

Gerry-gestalt has been incompnlete throughout, and only after it had in-

corporated Rip (as 'the small still voice") could it become individually

ccamplete and join the cornity of other gestalts (perhaps a good phrase

wuld be "ber-jatsalt"), and achieve "spiritual" completeness. . .there

.um throughout the note sounded most overtly at the end of the first

Urt:oU"Ah Baby what kind of peotle are all the time trring to fid out
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what they are and what they belong to) Ee ay s, every kind.- "So it was

that lone came to know himself, and like the handful of people who have

done so before him he found, at this pinnacle, the rugged foot of a mountain."

(p. 76)
The thme of incompleteness exists quite clearly in the work on the

foregoing "overt" level, then. The first open test of Sturgeon's artistry

is contained in the answer to a question which is a logical consequence of

the theory of Chapter II: Does the "form" (the technique, the structure)

of the work unify In the same way as the "1content" (the plot, the action)?

Or alternatively, Is there unity of content and form? I believe the answer

is yes. There are several different complexes of images and incidents

quite directly related to the theme of incompleteness. Probably the most

important of them is the complex of barriers.

Two kinds of barriers occur in the book: physical and mental. The

first is the barrier around Mr. Key's retreat; it is with this that lone

struggles to penetrate, and through the struggle he achieves what amounts

to his first "rational" thought: "The fact that the barrier would not yield

came to him slowly. . .His mouth opened and a scratching sound emerged. He

bad never tried to speak before and could not now; the gesture was an end,

not a means, like the starting of tears at a erescendo of music." (p. 10)

Note that through the stnggle with the physical barrier he encounters,

and partially overcomes, a mental barrier, Later, Lone is perplexed by

the lack of a barrier between himself and Evelyn:

His bench-mark, his goal-point, had for years been that thing which
happened to him on the bank of the pool. He had to understand that.
If he could understand that, he was sure he could understand every-
thing. Because for a second there was this other and himself, and
a flow between then without guards or screens 0?' barriers--no language
to stunible over, no ideas to misunderstand, nothing at all. but a
merging. ( pp. T74-5 )

The final synthesis with the 4per:gestalt and the lesser triumph of

"bleshing" (the blending end meshing process which is what the Individuals
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in the gestalt do) are anticipated in the rather poetic merging of the idiot

and the innocent--which is achieved by the dissolving of their interpersonal

(and co-incidently, intra-personal) barriers.

The first barrier and its related obstructions have considerable im-

portance, and illustrate the linking of incmpleteness (through their

shutting-out power) with the development which results from their dissolu-

tion. In the second part of the book, we are dealing with Gerry's personal

barriers primarily. In brief, his problem arose because he was unguarded

(had no helping barrier) when Alicia was triggered by the phrase "Baby is

three" into mentally reLiving her experience with Lone three years before,

at which time her own physical barrier (literally her hymn) had been broken;

the resulting shock caused Gerry to develop his occlusion-barrier. (Indeed,

there is a specific reference to "that 'Baby is three' barrier," p. 143]

by Gerry to Stern.) Lone's breaking of Alicia's barrier was a reward to

her for reading books and furnishing him with information he wanted. Gerry's

consequent occlasion prevented him from using his telepathic powers until

the barrier was broken down with Stern's aid. (Miss Kew herself represents

a barrier; not only was she the cause of Gerry' s'occlusion, but she prevents

the gestalt from bleshing--even tries to break it up by sending Baby away.)

However, his incxmpletenese in the sense of lacking "morality" leads to

the erection of a mentaJl barrier in terms of his lo/iess and difference

from mankind. Finally, after Hip overcomes his Gerry-induced occlusion

barrier, Stern is able to break down Gerry's barrier to "morality" and, in

a different sense, the barrier between the Gerry-gestalt and the uiber-gestalt

(which had been one of incompleteness).

A distinct, but related complex of incidents are those relating to what

we may call faulty assumptions, which may be looked upon as barriers be-

tween the maker of the assumption and reality. These, too, must be overcome

before the final obviation of incompleteness can occur. Note hir. Kew
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mistaken notions of the good and evil of the world, for one. Further, the

Prodds think Lone has suffered mnnesia like Cousin Grace, that he is not

(emphatically stated by Mrs. Prodd efter looking at his eyes) an idiot, and

that (for a time) he is their child. Gerry initially thinks all there is

to the world is hate; Sip expects to find his goal in the army; Wilma thinks

happiness cames in trousers. O consider Lone himself. When he starts thinking

at all, he first believes himself utterly alone. . . and meets Janie, the

twins, and eventually Baby. Then there is his first notion of reality:

He had believed that Prodd was his only contact with anything out-
side himself and that the children were merely fellow occupants of
a slag dump at theedg of mankind. The loss of Prodd--and he knew
with unshakable certainzty that he would never see the old man again--
was the loss of life itself. At the very least, it was the loss of
everything conscious, directed, cooperative; everything above and
beyond what a vegetable could do by way of living. [p. 71

Two pages later he is exclaiming, "And we'll grow, Baby. We just got born! ",

which is a correction to the one, and in itself another, mistake. For as

Baby says, through Janie, they won't grow because the thing they are is an

idiot. Later, Stern comnences therapy (after thinking Gerry was a kid who

had wandered in off the street) by refuting various "thumbnail sketches"

of psychiatry. He ends with the mistaken notion that all Gerry needs is

morality--mistaken because at the very end of the book the tiber-gestalt

explains that the thing Vbich caused completion was something more than

ethics, which in turn are something more than morality. Even Gerry's

assumption that he has no morality is false, for Lone had rebuked him for

takn a br4ght yellow pen, and he had himself ref rained fran hi)lling Stern-

thinking (or rationalizing) that it was more "amuasing" to let him live.

Finally, Hip--for all his own mistaken assumpftions about "Thmson" (the

"Air Force psychiatrist" who was really Gerry), Janie'sa intentions, and

ii ~ his father's worth--manages to correct Janie'sa (and the Gerry-gestalt' a)

mistaken asmption that they're not , and that humanity' s rules don t

apply to them.
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Linked in turn to the faulty assumptions are those factors of the work

which involve confusion or muddling of identity. They may be further con-

sidered as barriers between the individual and the world. Already noted in

a different context is the fact that the Idiot is naeless for some time.

Who "Jack" (the son they had lost) is to the Prodds is not revealed tmediately,

nor are the roles of Gerry and Hip. Janie has no last name when she is

introduced. Later she is to call herself Janie Gerard--Gerard, Gerry's

nam because she is part of the Gerry-gestalt; this identity is slmmed

into the reader's attention when the sheriff who is keeping Hip mistakes

the nme twice. And it is just such a muddling, merging, and confusing

of identities which is the mecharnsm of the formation of the gestalt organism,

which in sce undefinable but natural way is "I". Getting back to Gerry as

"individual," he starts his interview with Stern by refusing to reveal his

identity (for which, in another sense, he is actually looking). Stern nds

him of Lone. When he returns to consciousness after breaking through the

occlusion it/s on "two distinct levels" (as .11 years old and in shock from

the ego transference, and as 15 and on stern's couch), and in the unconscious

state he had been Alicia Kew. He killed her becaxse of another identity con-

fusion; which is also linked here to the occlusion barrier:

You talk about ocolusions! I couldn't get past the 'Baby is three'
thing because in it lay the clues to what I really am. I couldn't
find that out because I was afraid to remember that I was two things--
Ms Kew's little boy and something a hell of a lot bigger. I couldn't
be both, and I wouldn't release either one. (p. 143]

Notice also the typical incomplete, stepwtse revelation of facts. In the

third part, the entire story revolves around the clarification of identity:

Hip doesn't know who he is, who Janie is, who "Thompson" is; and meanwhile

Gerry has regressed to a childish state, having lost his sense of identity.

Also, on an overall basis there is a certain confusion for the reader re-

sulting from the shifts in the "identity" of the narrator: Part One is in

the third person, with Lone as major character in terms of quantity of



36

description at least; Pet 'Two is in the first person, with Gerry as narra-

tor; Part Three is back to the third person, and fHip is the 'maJor" character.

Oie finishing touch is the confusion as to whether the Gerry-gestalt is an

individual unit or a segent of the larger "unit, and of course the resolu-

tion of the misconceptions as to what h ty (or mankind) is.

Thus far we have seen three interrelated groups of incidents and images

all of which are also related to the theme of incompleteness. Another group

can be discovered by noting a peculiar c ammn pattern to the family relation-

ships and the natures of the a in the book. The fames are incomplete,

for the most part, and the parents are bad. MBrs. Kew had diei, Mr. Kew is

insane; the Prodds don't have Jack, but they drive Lone out preparing for

him--thus betraying their position as surrogate parents to Lone; Wima has

no husband, she is stulterous and stupid and soon drives Janie out; Hip's

mother is never mentioned, his father disowns him after trying to crush his

technical talents in favor of medicine; Gerry has no yIrents, his surrogate

family of the orphanage drives him out with its cruelty and viciousness. The

reactions are Alicia's rather pathological desire for a family (she sent

Baby away because she couldn't pretend he was her child), Gerry's submission

to Lone and need to consult Stern (both men being eurrogate parents, sad even

being confused for one another by Gerry), and Hip's great desire to impress

his Colonel and his repeated thinking of himself rs "ROTCb_" (the Colonel

obviously having been taken as "father" to replace the hated doctor). Familial

incampleteness is a causal agent, then; it 'stimulates chagadcag ed

to progress. At the end of it all is the realization that manid is the

paet of the gestalt, and the resulting "good" progress for the race as a

whole which is fostered by a "complete" 1amiy,

Incomleteness is usually a passive thing: ssn idiot rmisan idiot in

the real world, and a body lacking a part cannot grow it or absorb itfrm
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its enviroent. In ]ore Than _man, though, there are active drives and

"natural" urges which canbat incmpletenesses and promote development. The

greatest number of them act on Lane, for he is an idiot and needs the most

prodding. He goes to Evelyn in response to a call he feels:

Without analysis, he was aware of the bursting within him of an
encysted need. .And bursting so, it flung a thread across his
internal gulf, I his alive and independent core to the half-
dead a around 1t. It was a sending straig&Lb to what was human
in him, received by an instrument which, up to now, had accepted only
the incanprehensible radiations of the new-born, and so had been
ignored. (pp. 9-10]

To become more than hun, ore must first become human. Lone's drive brings

him up aanst the barrier around the Kew place, and forces him to find a

way through it. He feels a similar call frm Janie and the twine, but is

disappointed when he discovers it is only the sending of some hungry child-

ren. Their hunger, another natural drive, brings them to him, though. And

he feeds them and takes tham in because he recalls Mrs. Prodd's hospitality

("Now you set right down and have some breakfast") and wishes to mimic it.

By so doing, he becomes not only more "human," but more nearly complete,

for he accepts the kids. It is, finally, his urge to know what he is and

what he belongs to (which urge is shared by every kind of people, according

to Baby) that leads him to the discovery of "his" gestalt nature.

Hip was driven from his father because of his curiosity; Gerry was

driven from the orphanage by the hate which he had come to think of as

natural. Gerry's reason for killing Alicia Kew is to ensure the survival

of' the gestalt. Whien Gerry rmbera Ione through Alicia's thuhs, Lone

mentions another natural drive, "All I know is I got to do what I'm doing

like a bird's got to nest when it's time. " (p. l13.) That is Lone's des-

cription of why be stays in the woods, waiting to complete himself. Later,

when Miss Sew alks him, "What made you start doing this?" after Lone tells

her about the gestalt, he answers "What made you start growing hair in

your aPits?. . .You don't figure a thing like that. It just happens." (p-133)
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a tool-using a when he borrows an ex frm PrOdd to build himself a

shelter. He begin the contemplative thought which caused Gerry to rmem

Stern as Gerry, after he had esplained the gestalt organism, "What

now?' Gerry replies, "We'll just do what caeos naturally. " (p. 14) when

Gerry implants a drive in Hip (the sicknese compulsion, and attendant oc-

elusion of memory), he is himelf nearly destroyed as a result. Unnatural

drives are not good. On the other hand, Hip's compulsion to prove himelf

right about the anti-gravity device, though motivated by pride perhaps, is

a natural drive, which finally leads to the completion of the Gerry-gestalt.

Natural drives are both good and functional.

The drives lead to developuent, or progress. Structurally, they may

be looked orz as the link between the theme of incompleteness and a theme

of develo t, of progress toward the final completion. Also, in the

context built up in the book, natural drives combat incompletenesses on

the level of content or incidents. tBiaers st be overcome, by penetra-

tion or circumvention. Identity must be found. Faulty assumptions must

be corrected; the incomplete ones must be erpanded, just as Hip's "world"

expands ("It's as if my whole world, everywhere I lived, was once in a

little place inside my head, so deep I couldn't see out. And then you

made it as big as a room and then as big as a town. . ." p. 172 to Janie).

The forul parallel is the final completion ofI "factual" revelations which

takes place in Part Three

There are many incidents which depict develoinent. For instance,

the development of Lone--his "m zation." He develops volition at

the wall around the IKew place. He develops the power of cvmnunication

with Prodd, both telepathically arid verbally. After leaving the Pradda,

he becomes aware of tim~e for the first time. Because the Pz'odds wanted

him to leave, he develops the human trait of self-pity; he berates him-

self for his loneliness. He parallels the development of man by becoming
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ber him later as "like always, walking along, thnking, thinking. " In

hr, hereali"ze, "The Prodds were one thing, and when they took kin

in they became something else; he knew it now. nd then when he was by

self he was one thing; but taking in those kids he was something else."

(p. 67) In Lone as a person we see the process of develaoent, the pro-

cess of beceig the process of life.

However, the final develoment of Lone as an individual is not the

final developert of his gestalt orgnim. When he says to Baby "We'll

g="Baby replies, through Janie, "He says not on your life. He says

not with a head like that. We can do practically hi but we Most

likely won't. He says yet're a thing, all right, but the thing is an idiot."

(p. 76) When Lone dies, a new head takes over; and the acquisition of

Gerryas head is the second step in the develorment of the gestalt. Gerry's

personal" developnt requires the catalyst of Hip, though, for the thrd

stage af the gestalt's development to proceed to completion. Gerry ast

1l Miss Kew in the meantime to remove the threat to his potential develop-

ment; he ha also become aware of himself as a biological develognent

mploying metaphors involving Nesnderthal md man in the course of

his personal "developet" (actually a cure, a return to normal fra ab-

It is as natural for a "child" to develop as it is for en idiot en-

dcmxed with telepathic talents and sensitivities. Hence, Hip's reduction

to a childlike state is a rich source of developmzental incidents. His[ first step forward is when. he shows concern for Janic' s well-being and
hs her eat the breakfast 'which she -had prepared for him, thus exhibiting

an "adult" independence end sense of responsibility. We have already

noted the expansion of his " rorld,r" which may be looked on as developuent

from v ircumscribed foetus to "pace-bindiLng" (Iorzybski' term) adult.
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On a structural note, when Hip gains recall of' his memories the sme phrase

is used which had ter ted the passage about him in Part One: 'It was

on the anti-aircraft range that he found an anWer, a dream, and a dis-

6aster.

Still on the subject of develoinent, it is a logical development to

Hip that emo Gestalt should have evolved. He beccmes more mature, and

develops an understa of Man as an ethical creature. (The bookt

development of the idea of Man reflected in gestalt being is quite neat:

Lone is the tool-user, Gerry the environment-conqueror, and Hip the giver

of laws). Hip explains that he calls the "ethos" to Gerry, and the penul-

timte step in the development of the Gerry-gestalt is accmplished in the

incorporation of Hip as the "till, smal voice." Almost imdiately, the

ultimate step is acecmplished: they are incorporated into the ca ty

of gestalts. As a final touch to the dovelomt pattern, Gerry learns

that the iber-gestalt (which considers itself a part ofhis

responsible for many of the acts of huan progress. "Here was one who

had whistled a phrase to Papa Haydn, and here one who bad introduced

William Morris to the Rossettis . . .[and he saw] a drowsy Ford with his

mind suddenly lit by the picture of a line of men facing a line of machines.

(P. 232)

A quotation above suggests a connection between the forming of "al-

liances" and the process of development--the Prodds took in lone and bece

" something diff"erent," lone took in the kids and became "acme t hn differentV;

the use of "took in" is quite suggestive itself . Te culminating alliance,

or taking in, is the incorporation of the Gerry-gestalt into the uber-gestalt.

The theme of developmet is abetted, however, by a series of shift of

alliances with anything around that happens to be wearing pants, for in-

stance--others are helpful, though partial, expeditenta--Janie and the twins'
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alliances furnish a forceful picture of the process of development: First

were Lone and Evelyn, ill-fated but a start for Ione toward further alliances;

after being beaten by Mr. Kew, .Lone is taken in by the Prodds; Lone eventually

becoe aWare of a sense of membership with them; Ione takes in the twins

and Janie, then Baby; he learns from Baby about the desirability of the

idiot-innocent merger; finally, for Lone, there is the alliance with Alicia

Kew wherein she furnishes him with information, and he furnishes her with

physical gratification (the alliance with Gerry is told by Gerry, hence not

too important in the lone scheme). Hip's alliance with the Ary turns out

to be unsatisfying, but Janie's with the twins is the first one in the book

which leads to a feeling of bappiness- for the allies. Gerry foms a temporary

alliance with Stern, which proves to be a curative one; the gestalt he re-

veals mself to be is, of course, the alliance which leads to the best end,

and was even good when !one, the kids, and Gerry were in the woods "bleebing"

("Lone said maybe it was a mixture of 'blending' and 'meshing, ' but I don't

think he believed that hmelf. It was a lot more than that.") (p. 94)

The kids' alliance with Alicia is dangerous to We, mainly because she is

so selfish--ranting them to "be" her children; even worse was the brief

telepathic alliance Gerry formed accidentally with Alicia, which led to

his '"Bby is three" occlusion. Finally, Jenie takes Hip in, and Hip is

cured; then the gestalt takes Hip in and it is cured. The cuMination

has been mentioned, the grand alliance of gestalts.

The merger of Hip into the Gerry-gestalt has been prepared for skill-

fully by masof a Gerry-Hip parallel which operates in terms of both

form and content. They were introduced at the saetime in Part Qne, and

both dropped after one passage, each to receive a whole part about him sub-

sequently. Both were rescued frni dirt and h.ngerei(ey both even get
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Hip learned when he was a child that "I was useless and the things I wanted

were by definition useless" (p. 213)1 Gerry just wanted to do what cos

naturally--both lacked "values." Janie wanted to show Gerry how Hip had

decayed, rather than living up to his brightness and promise; when Gerry

vent MIc-depressive (the' term is used by Janie and Hip), the same pro-

cess of decay was taking place. Finally, Hip draws the parallel overtly:

Listen to me, orphan boy, I am a hated boy too. You were persecuted;
so was I. . .Listen to me, Miss Ke's boy, you lost yourself for years
until you went back and learned again. So did I. . .Listen to me,
Gerry. You discovered that no matter how at your power, nobody
wanted it. So did I. You went to be wanted. You went to be needed.
So doI. [p. 228]

'tltiplicity 13 our first characteristic; unity our second" Gerry

earns at the end. The unity is, of course, achieved through the process

of what I have called alliances or. mergers. In a sense, the process is

"physicalized" through touching, or physical contact; e.g., if the idiot

and the innocent "so wuch as touch" they will be changed. Instead of

listing all the touch images, I shall merely mention one, end note that

the rest can all be considered to be the mechanism for various of the

mergers. The call Evelyn "sends" to Lone is worth mentioning. It bece

to him, "Touch me, touch me." The importance of touching is played up

thruh a song Evelyn sings (p. 11) about touches which horrifies Alicia,

the fact that the Kews "don't touch one another, " and the whipping Lone

gets as a result of' his having touched Evelyn. The emphasis and repiti-

tion of touching are a cue; they would not, it seemns, be there unless there
were some necessity in terms of the work as a whole--and necessity there

is, as explained just above.

Another groupof elements relating to the theme of develpment are

those pertal to c cation. Lone develops the rower of conunica-

tion with the Prodda, enabling him to become "human." Janie can cmnicate
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complished through Gerry'sa cmmunicating his problas to Stern, and in over-

coming his occlusion he is able, in a sense, to reg-min comtunication with

his mmory. Stern, by the way, notes at some length the h failing of

inability to c ncate. Miss Kaw ouldn't even talk to Gerry until he

mentioned tone. Hip thinks at Gerry, end commicates to him his conclu-

sions about morality. And finally, on the incorporation ith the uber-ges-

talt, there is "happy and fearless c:mmunion. " (p. 231)

The concept of morality is not sprung upon the reader at the end of

the development of the ca.mnication. It, too, undergoes a form of develop-

ment in the incidents relating to moral issues. For instance, when Gerry

and Lone were stealing food and Gerry took a bright yellow ball point pen,

Lone made him put it back, saying "We only take vwhat we need." (p. 96)

There is a rutmetary sense of morality here, but Gerry does not comprehend;

'morality" must be a conscious ting, and in his case a learned one. Atern's

eplanation of Gerry's loneliness is in tem of Gerry's lack of mortlity,

and once an Gerry does not understand what is meant. With Hip $ze case

is altogether different. His very nae, 'which oe finally learn is fram

Hippocrates, suggests the rather highly developed moral code of the Hipcra-

tic oath. Also, he is called prissy on numerous occasions and quotes Scrip-=

ture at least once. The cr2-o the moral Gerry and the over-moral Hip

is an instance of the dialectic process (which is the form of most of the

cramcation: question, answer, new question. . .) : embarasamn with

unconcern into a proper outlook.

Janie brought Hip to Gerry so that Gerry might learn to be ashmd

so that he might see how Hip's original brightness and roie have been

prostituted. The parallel between Gerry end Hip suggests, of course, that

this is the same thing 'which has happened to the. gestalt. Hip understands

what Janie wants. ze realizes that o'Wrals: they're nothing but a coded
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Also, Prodd's being a farmr, a groWer of ati, relates to his developing
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survival instinct!" (p. 22a) But they apply to an individual in a socIety.

What Gerry needs, having at this stage no society of which to be a member,

is iat Hip defines as an "ethos," a code for species survival. He overd-

acmes Gerry physically, with the help of the twins. However, he realizes

that the moral act of killing a 'monster" is superseded by the ethical act

of allowing the species to progress in the "superman. " He then frees Gerry

and places . elf in his power. Gerry extracts his toughts and is ashamed.

This accmplished, the jber-getalt is able to contact Gerry and explain to

hm the final stage of the developmet--the humanistic ethic which regards

the gestalts as a part of ;nmnity, revering ty as its parent, and a

partner in the progress of the human race.

The final area of developaent suggested by incidents is that of "author-

ity," or power. Kew loses his authority to Lone, who in turn loses his

temporarily to the Prodds. The Prodds lose their authority to lone, who

also gains authority over the kids (who had usurped authority frwa their

respective parens). Due to lone's, and later Gerry's, weakness, Baby is

actually the boss of the gestalt in its initial phases. Alicia's attempt

to take over causes Gerry to kill her, but beforje he can assert himself

he must TeMPOrarily cede the authority to Stern. Janie rebels against

Gerry's misuse of his authority, and enables Hip to became drminant. Hip's

tenure is briet, but useful; and when he relinquishes the owrto Gerry,

Gerry imeitely manowledges the' authority at the uber-gestalt. Buat the

uber-gestalt is guided by the ethos, so the fina., authority rests where

it should, with the philosophical sanction of humanism.

In tenms of images, the themt- of developmet is implemented in tbree

major areas. First is Nature and natural mgs, which are linked through-
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Lone. Ione waits in the woods for completion, and the original dwelling

of the gestalt was a covered-over hut-cave in a mountain. Eip's inves-

tigatio of "natural" phenamna (the strange behavior of prostmity fuses

over the area which turned out to have the anti-gravity device in it) leads

him to Gerry. These and other instances of natural images enlzdnate in

the description of the ser jge~sl as "a I aughgthing with a hman heart

and a reverence for its hmnan origins, smelling of sweat and new-turned

ea rather than suffused with the pale oder of sanctity." (p. 233) The

major th of development or ccmpletion is a natural process, and in the

contet ofthe book, Nature is a good thing.

A second area ofme hich sugests developet is that of aial

images. lone's progression fran description as animal to description as

being has already been noted. Throughot, the i natureof people

is treated as a bad thing. Alicia makes sounds like a goose's ho

Gerry lived like . serer rat. Janie describes the gestalt's lot as being

like living on a desert island with a herd of goats. Ste felt human when

she thought of Hip as a big glossy, stallion or a b rooster when she

first saw him, sugge&ting that the divoroement 4z between ty and low

animality but that proud and noble animalaa have scmething in comon with

what should be. There are many other uses of nl imagery; as

a matter of fact, probably more than any other type. However, the only

other instance I should like to cite is the death of Prodd's horse: Let

us note that its death impala lone to build the anti-gravity generator

'wich in turn brings Hip into the picture. That is, it serves as a very

important causal link in the overall process of development.

The anti-gravity device and its mprtance suggest the final area of

cmgry I shall note here: technological ma. Hip' s attempts to pro-

gres thoug maingvarious electronic aagt are failures, lone' s
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helping Prodd push the truck out of the mud causes Prodd to call him a

hydraulic jack. Baby is like an machine. The initial description

Lone offers Alicia of the gestalt is in tenms of radio tranmitters and

receivers. For the most part I believe that a negative value (because

the descriptions are the group of faulty assunwtions) is being

attached to dem zed technology. Lone needs an ax with which to build

a shelter, and this is all right; but when Hip plays gmes with an ele-

vator' s control panel, be gets in trouble.

At first blush, it may appear surprising to find technoog cast in

a bad light in a science fiction story. Having read Chapter I, the reader

will not, I hope, be shocked. The point is that a view of '"hadware"

technology as possibly inimical to lunanity is both philosophically plausi-

ble, and biologically necessary in the scheme of hypotbcms which underlies

Mre Than un, which is not at all guilty of the charges of Scientim

or plumping for technological progress at all costs. It is, rather, a con-

crete instance of the humanism of which I believe modern science fiction

is "guilty." The 'technological impact upon Society" definition of scice

fiction cuts both ways, and the possibility that technology may be biolo-

gically bad(for the mind should be used rather tan the gadget) is just

as valid a basis for a work as is the sociological ills which technology

ebeta in Bave New World, 1984+, or The Big Ball of wa. And to the reader

who actively agrees with hu am, More Than umnis more satisfying than

thn matile Just metoe which Cnre a ua Istc approach only pa-

ively, througZ endenigthe opposite approach of one* forn or another of

tyranny.

To return frm the dIgression, I believe that any further enumeration

of objective factors fram the novel would be of little purpose. aspect

of Complezity could be further traced out, to be sure, but the major inter-
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relations have been indicated, and further attcmpts on my part to point out

complexities would take us into the area of peraonal opinion and "free associ-

ation," thus irritating rather thaa enlightei the reader. To sun up be-

fore turning to a discussion of Beardsleyan Affective Reasons for liking

More ThanHmn, we have seen thzt it is quite tightly unified, and highly

complex. The unity of the book lies in its major thee of Development to

Completion (which is unification itself, as a matter of fact) -- which arises

frm the interplay of the opposed themes of incompleteness and Progress.

Further, the unity is supoLed by the formal aspects of the book, for in-

stance the method of incomplete revelation s supporting and ad to the

t of Incometenes.

2. "AMzTE RZASONS"

It would be easy to say simply that I found the plot of toreThn

Human "intriguing,/" the final off ination "uplifting, " and the prose "scin-

tillating"--to borrow same pbrases. It would also defeat the PUrose of

this paper, which is an attmpt to establish that science fiction, at least

occasionally, has literary merit. While the "objective reasons" cited

above may not be convincing alone, an attampt to Ispecify several of the

grounds on which the book may be ± eted to appeal psychologically to

most readers should be adequate to tip the balance. An induction based on

introspection, which is what I propose to perform, is admittedly

in philosophical rigr; but it is also what most critics seem to do when

they make a value judgmn. ' ie best i can do, then, is merely to list

and camment on some of the features of the novel which strike me as ap-

pealing.

To begi, I must make two confessions; one; of themn has no effect on the

value judgmet, the other does but need not be endorsed by the reader. That

is, 1) I find myself in sympathy with the im stic philosophy with wbich
44



the book ends and vhich is a necessary result of the context which is e-

tablished; and 2) I am to a large extent in sympathy with those literary

critics who apply psychoanalytic considerations in their criticism. Now

the philosophy expressed or implied by a work of art should not detract

from its artistic merit, but may even add to it if the presentation is

skilful. As an ae, let us note that Mr. Nabokov is not ert

Humbert; whether or not nymphetopiia repels us does not detract from

the skill with which the author maintains his peeonaand rationalizes

its views to itself, and I u ashmed to even mention the possibility of

a reader's reacting to Iolita by piously proclaimingthat we really

shouldn't all go out and seduce twelve year olds and that Mr. Nabokov is

simply disgusting for even suggesting it. By the same token, Sturgeon is

to be a nded for his developnent of the proposition that %Maty must

be considered to be the of its evolutionary successor not because

we as readers prefer uam to the God of the Old or New Testame or

to the Proletariat or to the Almighty Dollar, but because he has nderpinned

the need for parent in the broken family relationships which were causal

links in the formation of the gestalt emotionaly and in the Importance of

species survival philosophically. My personal endorsement of the philosophy

has, as I said, no bearing on the value judgment I shall finally make; but

the artist's presentation of it is a distinct plus value for the novel.

As tothe appeal of the plot, my second confession does have a bearing.

In psychoanalytic terms, the "!humanizing" of lone in Part One represents

a discovery of the familiar, which Freud (in "Wit and Its Relation to the

Unconscious") posits as being pleasurable in itself. The supernormal

powers of lone and especially of Gerry in Part Two appeals to the childhood

fantasy of the anpotence of ahugt, and the pleasure of vicsriously

periencing Gerry'a omnipotence (which is effected through thought) is
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sufficient to compensate for the distaste one feels for his nastiness.

(i omit sadistic apeal on the grounds of slight relevance to plot, and

also because most readers probably would not admit to feelingit.) Finally,

Gerry becomes "unrdzed" and becomes part of an omnipotent er, thus

appealing to both of the principles which underlie the appeals of the first

two parts. The idiocy of Lone and the nastiness of Gerry give rise to a

superficial weakness of the book in that the reader is lees likely to identify

with them. However, not only can he enjoy feeling superior to Lone (for

a while) and being powerful with Gerry, but also when the rather conven-

tionally character of Hip becomes the major character in Part Three

and thegestalt becomes immized at the end the reader is both re-

lieved and satisfied by the affimation. In rule of thumb psychological

terms, the alien quality of Lone and Gerry operates as a goad, pushing the

reader into sympathy with Hip, and into sympathy--though not necessarily

belief--with the conclusion.

I should like to consider three other major areas which seem to furnish

grounda for general psychological appeal before simply tossing into the pot

sae random factors which I enjoyed and which I,tbink may well be shared

by most readers. Te first of these is "magic. " Quite possibly an off-

shoot of the omnipotence of thought fantasy, magical phenomena are enjoyable

to contemplate, and their vicarious performance is appealing psychologically.

Thwngsmagical proliferate in More Than Hman: the mind-reading eyes "with

their irises just about to spin" ofC Lone and Gerry; the call Lone feels

which leads him to Evelyn; the "mriracles" of Lone's "rowing up, " as the

Prodds call thai; Janie'sa telekinetic powers; the twins' teleportation.

Not only are teethe concrete instances just mentioned, but also there

aethe mgcal associations enjoyed by the concept of mnrbality, and by

the 4ving af names to things (magically gaining power over them) which

goes on through-out. To be brief, there is magic in the book and magc is'fun.
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Second, there is the area af mystery. The many erxamples cited as In-a

comlete revelations earlier need not be rehashed. Let us ngte, however,

that they all lend an air of mystery to the enterprise. Who is Thompson?

Why is Janie interested in Hip? The natural desire of the reader to learn

the ansers gives a sense of speed, of pace, to the book. One rushes frm

revelation to revelation, carried along with the tide of the action. The

presence of mystery or "suspense" in a piece of literature is also grounds

for psychological appeal.

Third, and perhaps less clearly appealling, is the area of syntax or

diction--the problem of how the author "says" what he says. There are two

aspects here: First is the "mood," or tone, of the narration, which should

relate to the action to qualify as good style--for complementing content

-if you will. Even a cursory camination shows that this is indeed the case:

the opening pages are slow and hazy, the descriptions indirect, suggesting

the lost and aimless existence of the Idiot; Mr. Kew is dealt with in a

straight exposition, befitting his crudeness; Evelyn appears in "poetic"

passages, as she is an innocent and hence the object of at least one sort

of poetry; Gerry snaps at Stern when called Sonpy, "Look, if a midget walks

in here, what do you say--sit over there, Shorty?" (p. 79) thus estlisbing

a proper hostility toward the therapist; the sheriff's abi le gr

shows him up as a no-good, and gives a comic tone because of the contrast

with his attempted gravity; and as a last esample, Hip's gr 1r starts off

as bad as the sheriff's (thOugh he resains his powers of clear speech

soon), suggesting his beaten condition.

In the second aspect of the syntax lies the problem: that is, the so-

called "poetic prose" which occurs here and there throughout the book. Not

only is it difficult to define what is meant by "poetiic" prose except by

pointing at it, but some readers may feel that its use is an affectation
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rather than a contribution to the whole of the work. In an instance such

as the first paragraph of the book which was applauded by Damon Knight,

the justification is clear in terms of mood:

The idiot lived in a black and gray world, punctuated by the white
lightning of hunger and the flickering of fear. His clothes were
old and many-vindowed. Here peeped a shinbone, sharp as a cold
chisel, and there in the torn coat were ribs like the fingers of a
fist. He was tall and flat. His eyes were calm and his face was
dead. [p. 3]

The disembodied impression induced by the indirect description and the

imary of the "black and gray world" and the "white ligh n"place the

Idiot in an othervorldLy, enmann ontt. Theparad of finding at a

pinnacle the rugged foot of a mountain is also an effective image, sug-

gesting the further "climb" which the gestalt is to undergo in the final

parts of the book before it succeeds in knoing itself. A possibly bad

eaple is Gerry's saying, when recounting to Stern his meeting with Lone

and the kids, "The air h a haze of smoke and such a wonderfal heart-

breaking, candy-and-crackling smell of food that a little hose squirted

iside my mouth." (p. 88) Such a description is apparently not in keeping

with Gerry's "nasty" character. Lwever, this weamess is also a possible

strength, for "poetry" has been associated with "goodness" through Evelyn,

and the suggestion would seem to be that even Gerry has a latent, balancing

modicum of goodness in him. This is reasonable, for if Gerry had been de-

picted as entirely bad, the final conversion to and acceptance of the ethos

would be imlausible.

Whether or not the majority of readers will agree with my general per-

sonal preference for "poetic prose" actually has very little beaigon the

overall effect of the book on them. The "poetic prose" is a osaible plus-

value, but is not grounds for con ntion as its use, whether appreciated

by the individual reader or not, can be justified in terms of the unities

of the book.
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To0 conclude the discussion of Affective Resons, I should like to note

four "gimicks" which Sturgeon employs in various places which strike me

as being effective touches--as evoking approbation, if you will. Mot

obvious of these is his use of meanifu anmes. "'Tw" can be taken as

punning on "cue," in the sense that the Kews furnish Lone's cue for getting

into the real world and eventually becaming human. There might also be a

covert reference to Kew, the place, which is noted for its botanical gardens--

for the trees around the estate and its foliage in general are Important

to the complex of Nature images. Prodd, of course, has only to lose the

final "d" to describe literally that the Prodds do to lone--they prod him

out of his ithdrain state, out of his idiocy and into a reasonable fac-

simile of a cerinicating huan being. Stern is a beautiful for an

authority figure such as a psychiatrist. 'Hip" connotes precisely the

"wiseguy" nature of the young Hip Barrows to one familiar with the Jazz

idiam. Also, there is the possible pun from Janie to genie.

The multifarious barriers noted previously suggest to a fairly grat

extent a secual symbolism. The penetration of barriers, expecially in

the case of Alicia, lends a covert air of se . triumph to the enterprise.

This consideration also would hold in tems of the telepathic process of

which Lone end Gerry are capable, which is called "That-'opening up'

thing" by Alicia at one point; "super" mental powers are cmon sexual

fantasies. An overtone, granted, but one which probably elicits =A un-

conscious response from the reader.

When Hip establishes domnace over Gerry, the symbol of authority is

an eleven inch long knife procureJ for him by one of the twins. ouh as I

am loath to introduce cocktail party ?reudianism into this discussion, it

must be noted tha~t there could be no more apt symbol of the acquisition

of atery tha an eleven inch long, terily phallic, knife. It's a very

neat touch.



Finally, I should like to consider an overtone suggested by the re-

peated use of the same numbers throughout. Aside from a few 'mystic "

threes and sevens, the number which is thoroughly dominant is four. It

takes the twins four days to develop their powers. Janie has to tell

everything to Lone four times. The truck breaks down four times. Hip

hadn't eaten for four days, and so on. The most important use of four-ness

is not mentioned overtly, however. It is the composition of the gestalt

itself, which bas a head (Lone or Gerry), a memory (Baby), environment

manipulators (Janie and the twins), and a conscience (Hip). LImping

Janie and the twins together may seen forced, but the title of the second

part of the book (before Hip is integrated) is. "Baby Is Three" and the

suggestion is fairly clear. The importance of the tetrapartite nature

of the gestalt organism and its being emphasized >by all the other fours'

cropping up is probably best accounted for in Jungian terms. The sim--

ilarity of the uber-stalt to the Jungian collective unconscious is not

too farfetched, and with Jung on the scene due note must be taken of his

notion of the mandala--"The 'magic circle' which in all cultures, even

the most primitive, seems to represent a wholeiwas to which parts con-

"3tribute in an essentially fourfold manner according to a commentator.

Children's drawings of people are supposed to be strongly influenced by

the mandala: "In their drawings of people the circular head comes first,

later elaborated by legs, then by trunk and arms. The four limbs are

very prominent, at first with little attention to body proportions.'"4

So the reason for the "rightness " of all the fours we find would seem to

be that the number has connotations of wholeness and unity by virtue of

its association with the mandala. The explanation may be over-.ingenious,

but the overpowering numerousness of fours in the book required note and

my explanation makes sense in the context of the book as process of unifi-
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cation. The fact that such connotations do apply to fours indicates that,

whether or not he was conscious of it, Sturgeon's frequent use of them is

both significant and, perhaps, effective. Once again, however, the general

reader-effect is hard to estimate.

Simply because the discussion could be so long, the above treatment

of "affective reasons" has been deliberately kept quite short. There are

probably as many grounds for psychological appeal as there are realers of

any piece of literature, however'. so the argument is not completable any-

way. My suggstions do not intentionally omit any positive points; nor

do they intentionally omit any possible grounds for adverse reactions

which I think may occur.

Due to the complexity of the question of style on any level, I have

merely mentioned some of the points which struck me as good ad have side-

stepped the larger problem of "style" in general. Also, I have minimized

the knotty problem of "poetic prose," as both the very definition of it

and also its realm of application are quite subjective. Unless there are

reasons dictated by the work's context for not using it, I enjoy poetic

prose for itself. . .and at least some of Sturgeon's uses are complementary

to the content.

A further reason for not going into more of the ramifications aof the

Affective Reasons is that it is unnecessary to do so in the frame of refer--

ence of this paper. We are merely attempting to determine the presence

or absence of literary merit in science fiction. We are not looking for

greatness, merely goodness. Suffice it to say that there are no serious

objections to More ThnHuman and that by normal critical standards it is

a good book--it _has literary merit.

B. . . .And Other Fish

In the following four brief analyses, I shall not endeavor to trace

out the indicators of literary merit to the extent which I did above. Rather,
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I shal attempt to indicate briefly both the cognitive aspects of the stories

and their technical aspects, in order to present them in the light of "good"

works of literature, following all four of the accepted criteria of Chapter

II. The examples, by the way, are not picked because of any especial claims

to greatness they may have, but merely to show that good stories are to be

found readily in science fiction if you look for them with an open mind--

and also as counterexamples to same of the allegations cited in Chapter I.

1. "Disappearing Act"

Alfred Bester writes for radio and television, Holiday (columnist),

and has done same highly praised science fiction, including the Hugo-winning

novel, The Dmolished Man. "Disappearing Act" is one of eleven of his short

stories appearing in Starburst (Signet Books, New York, 1958) In it, a war

is being fought: "This one wasn't the last war or a war to end war. They

called it the War for the American Dream." The war, given the date 2112

later, is being run by a General Carpenter:

There are fighting generals (vital to an anmy), political generals
(vital to an stration), and public relations generals (vital
to a war). General Carpenter was a master of public relations.
Forthright and Fourc-Square, he had ideals as high and as understand-
able as the mottoes on money. In the migd of America he was the
anay, the administration, the nation's shield and sword and stout
right ar. His ideal was the American Dream.

The note of the American Drean is sounded throughout; to give just one exa-

ample, "We are struggling for the Ideal of civilization; for' Culture, for

Poetry, for the Only Things Worth Preserving." He is continually calling

for experts: "Every man and woman must be a specific tool for a specific

job. " The climax of the war, the narration infonms us, takes place in a

ward of an Anmy Hospital. Tio doc an injustice to the story, and skipping

the detail and order of presentation, what happens is, briefly, this: the

patients have been disappearing from the ward. Thinking he is onto telepor-

tation, Carpenter assigns experts to the ward to find out that' 'a happening;
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one of them overhears a reference to Diamond Jim Brady (the reader has

already been presented with three scenes following three of the patients

in the "past"). After going through a Lapidary, a ticist, a Genealo-

gist, and an Archaeologist, he finally is referred to an Historian, Bradley

Scrim, who bad been at twenty years hard labor, who identifies the man. The

historian then is sent to the ward and comes back the next night to dispel

Carpenter's notion that they have time travel as a weapon for the war by

explaining that the pasts" are thoroughly anachronistic--Brady coexisting

with the flsenhower election, Disraeli in a Rolls Royce with another of the

patients-and says, "My God, Carpenter, this is your American dream. It's

miracle-working, iazortality, Godlike creation. . . But, Scrim continues,

he can't figure out how to do it mself; a poet is needed, "an artist who

understands the creation of dreams" (no scientism here!):

Carpenter snapped up his intercan. "Send me a poet," he said. He
waited, and waited. . .and waited. . .while America sorted feverishly
through its two hundred and ninety millions of hardened and harped
experts, its specialized tools to defend the American Dream of Beauty
and Poetry and the Better Things in ife. HE waited for them to find
a poet, not understanding the endless delay, the fruitless search; not
understanding why Bradley Sri lughed nd laghed and ued at this
final, fatal disappearance.

End of story.

Now there are two types of satire operating here: The first is a

general sort, good more for than for thoughts; the second is

social satire of a rather high order. To give a few a of the first

sort: "Our Dream," says Carpenter, "is at one with the gentle Greeks of

Athens, with the noble Rcrmans Cf . .. .er. . .Rm. " The anay has sorted

out all the possible kinds of injury, end segregates than into wards A

through 8; naturally the dreamers are in Ward T. Wihen Carpenter first sees

three patients disappear, he calls for a combat-shock expert sand an alienist;f the first says, "War Jitters, " and the second, "Mass illusion, " in pertectly

stereotyped manner which scarcely requires an "expert" to parrot. But the
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broadest satire of all is Carpenter himself: he is so stultified by his

reliance on experts that he starts to call for an Entomologist when Scrim

says, "I'm the last singing grasshopper in the ant heap"; he goes thru

a full five experts to identify Brady; he is a parrot, a nothing who is

shocked when ScrLm talks about a poet's being needed, who doesn't under-

stand when Serri answers his "We're fighting for Poetry and Culture and

Education and the Finer Things in Life" line with "Which means you're

fighting to preserve me. . .That's what I've devoted my life to. And what

do you do with me? Put me in jail."

The whole "tool chest" refrain wherein every man and women is a "tool"

trained for a job is one of the tool0 of Bester's social satire. When

"the experts worked over Dinok [the director of the hospital] with

"preconscious softeners, id releases and superego blocks" followed by

"every form of physical and mental pressure, " but boggle at applying

"pressure to the sick ma and the vme," Carpenter rages 'Tor God's sake,

don't be squeamish. We're fighting a war for civilization. We've got

to protect our ideals no matter what the price. Get to it,"The American

Dream becomes an object of scorn in being talked about as "theory", but

ignored in practice; howevr, the criticism is not merely domestic--it

applies to the whole political farce of false beliefe.

Technically, Bester performs beautifully. Perhaps the most, obvious

point is the pun in the title, applying it both to the patients and ultimtely

to the American Drera--both of which disap from the "real" world. He

also does a good deal with pace: Carpenter's staccato sentences suggest both

comme and epiness, simpleness; when Scrlim ise explaining that the patients

are visiting anachronistic "pasts"--and the process is a paintul one be-

cause Carener isn't too bright--the passage is punctuated with one-sea-

tence paragps as follow: "C ter nodded . Carpenter looked expectant..



Carpenter looked puzzled. . Carpenter goggled." Also, for his satire he

is relying on the technique of "extrapolation," but they are quite different

fra Sturgeon' s evolutionary extrapolations; over-specialization, taking

a general to represent the Army, and the substitution of slogans for ideals

are all present today although they have not expaded to the point which

Bester portrays in the story. . .or have they?

Another "technical" point lies in Carpenter's name, in which a double

allusion seems to operate: to John Crowe Ransom's poem "Captain Carp er,

and tirough Its quixotic Christ figure back to the original (but in this

case the Saviour doesn't save).

2 "Poor Little Warrior"

Another good anthology is Brian Aldiss's No Time Like Tomorrow (also

Signet, sue price, 1959). Aldiss won a special plaque at the last World

Science Fiction Convention as 'the year's most promising writer," and is a

also Literary Mitor of the Oxford Mail. The story of "Bor Little Warrior"

can be recounted quite succinctly: Claude Ford is huting a brontosaurus,

having travelled back in a twenty-second century travel agency' a time machine.

He is a failure in life, unhappily married an unable to stand "the whole

aful, hopeless business of trying to adjust to an overcamplex environment,

of trying to turn yourself into a oog." ThoughU finds the bronto awesome,

ble kilsit anyway, hoping to chieve some sort of catharsis--which he does

not do: "Poor little warrior, science will never invent anything to assist

the titanic death you want in the contraterrene caverns of your fee-f i-fo-

fwmblingly fearful idL " Before returning to his time-mobile, he turns back

to the dead creature, regretting the necessity of returning to his wife

4 Maude, and the whole mess of 2181 AD:

fr SO you pause, end as you pause, something lands socko on your back,
pitching you face forward into tasty mud. You struggle and scream
as lobster claws tear at your neck and throat. You try to pick up
the rifle but cannot, so in agony you roll over, and next second the

58
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erab-thing is greedying it on your chest. You vrench at its shell,
but it giggles and pecks your fingers off. You forgot when you killed
the bronto that its parasites would leave it, and that to a little
shr like you they would be a deal more dangerous than their host.
You do your best, kicking for at least three minutes. By the end of
that time there is a ihole pack of the creatures on you. Already
they are picking your carcass loving clean. You're going to like
it up there on top of the Rockies; you won't feel a thing.

The most striking feature of the story is its diction, epecially

its overwhelmingnumber of almost-Joycean puns. They have two characterLs-

tics: at the beginning of the story the puns run to the alnst preciously

clever; by the end, they are malignantly sarcastic. In the beginning, there

is a play on Claude'a hearing the bronto's heart beat "as the ventricle

keeps miraculous time with the auricle. ( ]Paraph] Time for list to

the oracle is past. . ." In reference to the dung-eating parasite birds,

the close of a mock-travelogue which was describing their process: "and

now as the sun stinks in the Jurassic West, we say 'Fare well on that diet .

By the end (the story is only five pages long), the birds leave the dead

bronto: "They know when a good thing turns bad, and do not wait for the

vultures to drive them off; all hope abandon, ye who entrail hr."- And

the final play is on the grotesque Image of the crab-things eating "a little

shrimp like you."

There is more to the story than meets the para ise's eye, though.

.Thereis double-edged satire operating, both on the weak individual who

tries to "escape" the real world and on the society which not only drives

him out but also provides a cra ±1cial means for doing it. The "!nmral",

ifyou will, seems to be "Thus be it with all escapiats"; so the story can

be read both as a personal. tragedy, on the "everyday" level demndd by

Arthm Kester, and as one which is universal in application. Whatever

the source of his psychological needs, his own weakness or Society's over-

cmlexity, the tra~d is amplifled by the fact that Clande is legitmately

trying to prove elf a man, to assert himsif, to cmbat Nature. . .and
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he fails so miserably. The final mock-solace of "you ;on't feel a thing"

heightens the effect, for in a sense his death solves all his problem,

though perhaps not in exactly the way he had intended.

Aldiss employs a technical device in inducing both the sense of tragedy

and the satire which bears mention. He aeco lishes a complete ahift in

tone from the matter-f-act "Mtn--though perhaps contemptible--dominating

Nature" tone of the opening to the tragic "Man powerless and thoroughly

ted by Nature" tone of the close. This is managed syntactically, by

employing a niasecond-person narration throughout but playing on the

properties of "you" as a pseudo first-person and pseudo third-person. Tat

is, he starts "Glaude Ford knew exactly how it was to hunt a bronto-saurus.

You crarled heedlessly through the mud among the willows. . ." The "you"

represents the generalized third-person, or, in other words, represents

the first-person to the speaker; in the middle of the story, the "you"

beccmes accusing (thoug not accusative), "This time the bogey-man is real,

Claude, just as you vnted it to be, and this time you really have to face

upa to it before it turns and faces you gagain." Though the sift may be

unabiguous earlier in the story (the above occurs aimbst exactly hafWey

through), here is marked the beg nOf the vicious criticism which builds

to the wonderfully cking "Poor little warrior" line.

A final point about the applicability of the story is hinted at by

the description of the bronto' a eyes after Claude has shot it: "With no

indecision, those century-old lights, dim and sacred, go out. These cloisters

are closed till Judme P ay. " If' you're fond of allegory, or partial to

Freud's TLbtem and Taboo, the bronto can represent God, herein ritually (an

actually) slain; but without God, man is the prey of the universe, hence

the parasites are fedto ]Cill Claude. Aside fram the religious texwa Just

quoted, there is a bit of inaernal evidence in the -ine "God, if adolescence

did not exist it weuld be unnecessary to invent it! " and the atheistic sen-
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planet. The title of the story applies to Eisa Krend a spoiled and ego-

tistical rich man's ter. Nov the law dictates that survivors are to

try to populate any planet they become marooned on. When one of the other

wen becomes pregnant Elissa kills her and also the thrd r . She

then sets out to play the "queen bee," and d s service from the four

men, threatening to abort any children they might force on her. The men

are restrained from killing her by their desire to propagate the race, al-

though they all hate her. Finally they decide to make of her a literal

queen bee, and perform a lobotomy: "One year later, the first child born

on the planet Generatrix was a lovely baby girl, named Tina."

The story is dealing with the solution of a problem of the future.

Problem: to perpetuate the race then the only available f male refuses to

cooperate. Solution: a lobotomy, leaving her placid and mindless but not

Ing her genetically. Implications: Society and the Race are of para-

mount importance; the solution is a hard one, but so is the universe (c.,

"Poor Little Warrior"), and if Man is to survive he must fight the universe

on its own terms.

Further, se is dealt with here, and the one female who is afraid

o men, and hence maniests the "spinsterly distaste" Tme reports Amie

objecting to, is talked out of her stand. For the interested trend hound,

I would suggest sturgeon's "Th Marry Meua" (_Gal August 1958) for

onm example of a different view of sex; not only is there a fine example

of a nasty seduction there, but the plot hinges upon still another seduc-

tion's being successful.

%e Queen Bee" makes sense in its own terms and is well-written,
although not brilantly so. Agressions and castrations and Oedipus ccm-

plexes aside, it 'a a pretty good story.
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4. The _PgppetMe-ster_

Just as every discussion of literary theory seemingly must contain

a reference to Aristotle (to say nothing of Freud, noadays), every dis-

cussion of science fiction should probably contain a reference to Robert

Heinlein. His forte is the delineation of a future society as backgroud,

as opposed to the out-and-out satires of the societies (as foregrouds)

often encountered elsewhere. His scientific background may or may not.

have anything to do with it, but he is a great story teller.Thoug emong

science fiction fans you may hear Sturgeon or Clarke mentioned as 'test"

author instead of Heinlein, but if you ask for the top few, invariably

you will hear "And of course, Heinlein." Instead of discussing style

after a plot , X should like merely to state in advance that he is

quite direct and un-"ccplex.

The Pupt Masters is also out in Signet paperback, 1952. The nar-

rator is an agent of the Section, a super-secret supra-FI which is

directly responsible to the president. He tells the history of an in-

vasion of Earth by slug-like, football sized parasitic creatures from Titan

which attach themselves to hosts (they want hmanity for their next host)

and completely take over the hosts' minds, ultimately causing the host' s

death because the parasites are completely uninterested in the care and

feeding of their hosts. The invasion is beaten back, leaving many dead

umaniand planetwide seminudism (so that any remaining parasites may be

detected) in its wake. It's a good adventure story, quite exciting and

gripping; however, the reason I mention it here is contained in the last

two pages, when the narrator is cgncluding his h-istory preparatory to

leaving the planet with Operation Vengeance, a task force to wipe out the

paaites on their hoesatellite, Titan. The philosophy expressel is quite

prevalent as an underlying motif in science fiction, related, I believe,

to the baanizz so often noted. I shall quote selected passages, which



delineate, in what one might call the rather hoely prose of the first-

person narrator, the point of view thatHan must make his own place in

the universe:

This is for keeps and we intend to show those slugs that they made
the mistake of tangling with the toughest, meanest, deadliest, most
unrelenting--and ablest [I ] -- form of life in this section of Space,
a critter that can be killed but can't be tamed. . .Whether we make
it or not, the human race has got to keep up its well-earned reputa-
tion for ferocity. The price of freedum is the willingness to do
sudden battle, anywhere, any time, and with utter recklessness. If
we did not learn that from the slugs, well--"Dinosaurs, move overS
We are ready to bece extinctS". . .We are ready to tranship. I
feel ehilerated. Puppet masters--the free men are cming to kill
you. Death and Destructions

Science fiction is used to aXpress philosophies, and here we see one which

makes the happy synthesis of being both optimistic and realistic--there is

hope, but success is not autamatic to the pure of heart. The optimism is

a refreshing c from the pessimistic sort of mannstream writing cited

by Rosalie Moore in Chapter I; the realism is a refreshing c ge fra

the perenially "upbeat," "slick" fiction. In short, science fiction is

a field worthy of consideration from both entextdnment-seekers and "serious

4



Chapter IV: Of Tygers and Men, A Conclusion or Two

We have reached the point at which we have a good deal of evidence

for agreeing vith a atemntof Dr. Treguboff 's, which she put forth quite

early in her thesis:

Science fiction is a subject of many popular misconceptions. It is
believed, for ete-11e, that it is a form of puipfiction, with no
literary merit, whose content is about gAd ,pace adventureaa
monsters, and whose readers and authors are people of snal education
and smUer literary discriminations. IAttle, if any, factual basis
exists for these beliefs. (pp. 24-.5)

Of course, not all of her assertions are amenable to statistical treatment--

this is one of the reasons why my thesis was necessary. However, I am not

attemptIngto draw the cloak of statistical-scientific respectability about

science fiction on the basis of the qutation; the point is that Dr. Tregau-

boff read a good deal of science fiction, and did so under the enforced ob-

jectivity of her panel, and after so reading was convinced that the above

remarks were justifiably to be make in her doctoral dissertation. I stress

the source merely because one is a far more likely to be certain of one's

ground before taking stands in a thesis than in a periodical article. Science

fiction, then, can convince others, on the basis of intuitive and/or statis-

tical evidence, that it Is more than pulp.

The logic behind the evidence I have discussed was as follows: after

readtng and Sorting out numerous critical opinions, I saw that critics ob-

ject to either the content of science fiction or to its form. The content,

we saw, can be both morally and cognitively valuable--and has been so in

enough cases so that it may be considered to be a regular occurence, and

not meey in & few exceptional cases--and a few of these cases were illus-

trated in the text. The form, too, can satisfy conventional critical criteria;

this was illustrated in a lengthy reading of a Sturgeon novel, and shorter

readings of Beater and Aldiss short stories.- Hence, science fiction is, more

thnpulp, on the basis of evidence which is literary criticism and not mere
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unsupported intuition.

The first conclusion I should like to offer is this: it is obvious

to even the most casual reader that not all the science fiction which is

turned out even in the modern period is good literature; however, because

there can be quite excellent stories in among the whole range of science

fiction, it is clear that the critic and the general reader will be missing

much if they ignore the field as a second-class citizen of literature--

as "hpl, at is. Therefore, it is incumbent upon "serious" critics

and readers to deal seriously with science fiction, at the risk of other-

wise mising valuable and enjoyable literary eriences, for it too can

furnish all the characteristics which they praise in other fields of lit-

erature.

Actually, the above paragaph is the real conclusion of this thesis,

at least on the ground of the material I have already presented. However,

I should like to offer an observation not based on the evidence above, but

stemmng 1fomit, which might help.- to explain why the blind-spot in the

"Popular" view of science fiction has persisted. My second "conclusion?

is that there exists a science fiction sensability, a special temperament

which is either induced or appeled to by science fiction. The sensability

is perhaps best characterized by an experience I had recently: -I was sitting

in on an Introductory Literature class which was discussing Blake's "The

Tyger," and found that while most of the people in the class were speaking

of th Tyger as en evil entity Sbout which the poet could not decide if
whether it had been created by G3od or by The Snemy, I was myself "for" the

Tyger and in sympathy with it. That is, It seemed to ime perfectly valid to

look upon it as a self-generating entity, splendid in its vigor and strengh,

which in a sense had created itself, and which was capable of "taking on"

the Universe. Professor Walter Davis, with whca I was taking a specIal

readings in poetry course, confirmed the plausibility at least of my alter-



native view. Then I realized that my view of the Tyger was virtually

identical to Heinlein's view of man in The t Masters (see Chapter III)

and hence to a quite Drevalent science fiction viewpoint. The science

fiction sensability, then, is one which actively entertains the notion that

Man is not inherently depraved, but is at least capable of progress. "Dn

beat" science fiction stories are usually warnings against the opposing

view; a work like On The Beach. that is, is a warning type, but it would

be more ca (though less effective psychologically) to find in what we

might call maInntream science fiction the hero going off with his lady love

and subrgingisubmrinbeneath the polar icecap until the radiation

had died down--analogous to the action in Wylie's When Worlds Collide--

instead of docilely surrendering to the hostile Universe. If I were they

psychologietkstatisticien Dr. Treguboff is, I would have tested my notion

by means of questioning fans and antis about their reactions to the Blake

poem; however, I could not have constructed a 'alid test aself, and so I

let the issue rest on the suggestion that there is a science fiction

sensability and that it can be operationally defined in terms of reaction

to "The Tyger"--at least I shall let it rest until.I write an Astoun

article about it.

A final c=ant: John Campbell is Canging the name of Astondingto

Aaog Science Fact and Fiction for- the exress purpose of not scaring off

the pulp-conscious prospective buyer. Though the bowls from the sentaeta-

lists are long and loud, I think it amnal ha apelshould be willing

to met the uninitiated more than half way, and hope that the pulp nisap--

pellation will soon be dispelled.

in conclusion, whether one is a Tyger-fancier or a critic who is lok

for valuable literary erperiences, science fiction ia good stuff. I shall

write at no greater length about it, because--ar4 this is perhaps the real

test of literary value--I'd rather go read it.
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2. The Pohl and Kornbluth reference should ce before Pratt.


