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INTRODUCTION

It is time, and past time, that someone should do what Marshall Tymn has
done in this book, and that is to put together a guide to the rich resources avail-
able for teachers and students of science fiction. I only wish it had been around
ten years ago—much misery might have been saved! It is reassuring to look over
the list of contributors and find so many names of persons who are not only
distinguished in themselves, but to me represent personal friends whose judgment
I have every reason to trust—in fact, nearly every name on the contents page is
the very name I would have chosen myself, if 1 had had the wit to conceive of
this book and the energy to push it through to completion. I didn’t. But Marshall
Tymn did, and we are all in his debt.

The Science Fiction Reference Book will be of use to scholars and re-
searchers of all kinds in science fiction. But I suppose it will be read most
frequently by teachers, and perhaps that gives me license to say something about
how I think science fiction should be taught. Teachers are human beings. Human
beings are marvelously diverse; and so each teacher must have his own personal
style and concerns. But it seems to me all the same that there are some universals,
or should be, and I would like to urge them on anyone about to use the re-
sources of this book to prepare a course.

Since science fiction is a form of literature, 1 suppose it is inevitable that

most teachers of it will come from their English departments, and that they will
then bring to it the skills of analysis and criticism that might otherwise be
turned on Faulkner or Henry James. Fair enough. But not, I think, extensive
enough. One of the ways in which it seems to me that science fiction differs
from other fictions is that in it what is said is at least as important as how it_
is said -
' It must be admitted that, historically, some of the most seminal figures
in the development of science fiction were no masters of polished prose. Worse
than that. At least half a dozen were clearly deaf to the sound of the English
language. They aren’t read for style, of course. They are read because they
thought things no one had ever thought before, and communicated them to
their readers.

Science fiction has become vastly more literate in recent years. Le Guin,
Delany and Tiptree, to choose only three at random, are masters of the language.

~
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They use it with precision and grace, in ways that, say, Edgar Rice Burroughs
and Stanley G. Weinbaum never could. But I do not think they have more to
say.

To come at the same point from another direction, it seems to me thata
course in science fiction which limited itself to the writers of the 1970s would
miss much of what science fiction is all about. Sf did not begin with Dune or
Stranger in a Strange Land, or even with Star Trek. It began almost anywhere
you like to say it did—Lucian of Samosata? Gulliver’s Travels?—but surely it was
in full flower with H. G. Wells at the turn of the century. And its real core
literature, the stories that represent its maturing into self-awareness as a dis-
crete genre with very special merits, ‘appeared in the science-fiction magazines
in the decades just before and after World War II. At least a sampling of these
is, I think, a sine qua non. The Science Fiction Writers of America has pre-
pared three volumes of The Science Fiction Hall of Fame to preserve that core
for us—the best “golden age” stories, as chosen by the corps of science-fiction
writers themselves. If I could suggest just one reading assignment for every
science-fiction course list, The Hall of Fame would be it.

If T were teaching the course, T would then, to be sure, feel obliged to
point out that this writer was ham-handed and that one never in his life managed
to construct a human character anyone could believe in. But once that dis-
claimer was out of the way, what a treasure would emerge! Alien creatures,
alien worlds. Vast technological change, and its vast impact on human beings.
To read science fiction is to stretch the mind. It is not just entertainment. It is
technology transfer, and a way to learn what science is all about. It is an op-
portunity to look at our own world and folkways from outside—what Harlow
Shapley called “The view from a distant star’”’—and to judge objectively our
wiseness and our follies. It is, above all, the sovereign prophylactic against future
shock; and those core stories of the 1930s, 1940s and 1950s epitomize the
qualities that made peopie pay attention to science fiction in the first place. I
cherish them. When I teach a science-fiction course, I delight to share them—and
then, of course, Barth and Vonnegut. .. and all the other newer, more graceful
science-fiction writers of today.

There was a time when I viewed with alarm the burgeoning of academic
interest in science fiction. (There is such a thing as too much respectability!)
Perhaps what I have just said is a hangover from that concern; and, anyway,
I’ve been greatly reassured by many of the academics I've met and schools I've
visited. It now appears to me that teaching science fiction is not much easier
than writing it, and that we all need all the help we can get. This book should
lighten the load!

—Frederik Pohl

Red Bank
June, 1980



PREFACE

In July, 1975, the first Conference on Teaching Science Fiction was
launched at Eastern Michigan University. It is now the largest forum for the
exchange of ideas on teaching science fiction in the United States. As director of
the conference, I receive many inquiries for core materials, especially those that
might serve the needs of the new SF teacher. This volume was compiled as a
partial response to those inquiries. Designed primarily as a guide and handbook
to science fiction and fantasy, The Science Fiction Reference Book contains a
variety of background information on the field as a whole, combined with prac-
tical information such as reading lists and resource materials. The scope of the
volume makes it an ideal introduction to fantastic literature and its activities,
not only for the teacher, but for readers of all ages.

I would like to thank the contributors for their fine work in helping to
make this book so comprehensive. Special appreciation goes to Vincent Di Fate
for his outstanding artwork, to Frederik Pohl for his enthusiastic endorsement,
and to Ted Dikty for seeing the volume through to its completion in the face of
some discouraging delays.

Marshall Tymn
Fall, 1980
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TOWARD A HISTORY OF SCIENCE FICTION

A number of problems hound any attempt to write meaningfully of the
history of science fiction. Perhaps the most serious arises from the public’s
image of the genre as no more than a mixture of spaceships and future societies.
This restrictive image has grown out of several of the predominant concerns of
the American pulp magazines (elsewhere I have noted that the term ‘‘space
fiction” was offered in the 1930’s as a substitute for science fiction) and the
remembered popularity of multimedia heroes like Buck Rogers and Flash
Gordon. Such a view would not only limit the potential content of the field,
but also would seem to dismiss the fiction of writers like H. Rider Haggard,
Frank Stockton, Edgar Rice Burroughs, Arthur Conan Doyle, George Allan
England, and Jack London, to name but a few who come easily to mind. Indeed,
it overlooks the existence of a body of at least several thousand titles which
goes back to early works like Johannes Kepler's Somnium (1634), Ludwig
Holberg’'s A Journey to the World Underground (1741, 1742), Robert Paltock’s
The Life and Adventures of Peter Wilkins (1751), and Louis Sebastian Mercier’s
Memoirs of the Year Two Thousand Five Hundred (1772, 1802).

Equally troublesome is the perennial debate attempting to distinguish sharply
between science fiction and fantasy. So stringently is this issue argued that
despite the long-established convention in the stories, there remain those who
call a work fantasy if the author permits a spaceship to travel faster than the
speed of light. In defining science fiction as “‘that branch of literature which
deals with the human response to changes in science and technology’’—a defini-
tion which some will find too narrow—Isaac Asimov proposes one of the most
plausible criteria for separating sf and fantasy. He asserts both that sf pictures
societies differing from the present ‘“‘entirely because of a difference in science
and technology” and that the reader can imagine the “set of continuous changes”
transforming the present into the society portrayed in the story: “ ... where no
difference in science and technology will suffice to make our society into the
society in the book, you have fantasy,” as in Tolkien’s Lord of the Rings.!
Asimov’s position, obviously, is closely akin to that of those individuals who
emphasize the extrapolative and prophetic nature of science fiction.

3
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A third area of difficulty has occurred because of recent criticism. In an
attempt to analyze the nature of sf, some critics have advanced criteria which
are as applicable to literary naturalism—also a response to the scientific thought
of the nineteenth century—as to science fiction. Perhaps because of the essen-
tially anti-scientific stance, others have stressed the importance (the maturity?)
of the dystopian mood so characteristic of the field since mid-century, thus see-
ing sf as yet another literary expression of man’s alienation from the modern
world. The latter apparently overlook the fact that despite the importance of the
cautionary tale to the genre, even now science fiction has remained essentially
optimistic. The seat of this optimism, as Thomas Wymer has pointed out, lies
in the fact that much of science fiction has given expression to what is funda-
mentally an Enlightenment world view.? That is to say, sf “has accepted the
concept that reason is the highest quality of mind and, as a result, both man
and society are perfectable.” Moreover, “with reason supreme (and thus the
universe itself of a unified, rational nature), all knowledge can be attained. Man
must simply persist in his collection of data.”’3 Such a generalization becomes
translated into the specific when Isaac Asimov says of his own work, “In my
stories I always suppose a sane world. I always suppose a world in which there
isn’t any irrational increase in population, there aren’t irrational wars for irra-
tional reasons or causes. . .. In fact in my stories generally the crisis and the
resolution results from a confrontation of exponents of the various sides who
solve things by their rational discussions.”#

The ramifications for science fiction are many. The study of character “‘gives
way to the exploration of idea. ‘What if’ becomes the classic verbalization of
the formula. The plot can thus assume the structure of a puzzle or a problem
to be solved.”® In many instances, as in Beowwuf and the tales of the Arthur-
ian cycle, what the characters do assumes a greater importance than what they
feel, for they becomes stereotypes—often hero or villain, In this way, at the
heart of science fiction may lie a greater potential for the heroic/epic mode than
any other form of modern fiction.

The problems cited have arisen in large part because critics and devotees of
science fiction, perhaps especially in the last few years, seem to be trying to
make the genre a fixed, static form that is somehow instantly recognizable.
Ironically, in doing so, they overlook what has become, at least to such individ-
uals as Jack Williamson and Asimov, its central thematic concern: the necessity
and inevitability of change. To put the matter another way, surely everyone
recognizes the differences, thematically and technically, among Richardson’s
Pamela, Jane Austen’s Emma, Henry James’s Portrait of a Lady, and Theodore
Dreiser’s Sister Carrie, but surely no one will deny that all of them are novels.
Unfortunately such tolerance does not always exist among students and en-
thusiasts  of science fiction. Their error often results from a lack of, or indif-
ference to, historical perspective.

In terms of intellectual history, science fiction has its chief importance in
that it measures the impact of scientific discovery and speculation upon the
literary and popular imaginations. In literary terms its lasting importance lies
in the creation of both symbolic actions (plots, stories) and of settings (alter-
nate worlds, alternate societies) giving insight into the author’s perception of
his contemporary world and/or the future of mankind.
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Out of the intellectual climate creating the Royal Society, with its emphasis
upon the description and exploration of the physical world, came much of the
impetus shaping so-called modern fiction. On the one hand, through the isola-
tion of a comparatively few characters in a familiar setting (London, a country
estate), the writers undertook a close study of the everyday world. On the other
hand, authors like Defoe and Swift adapted to their own ends the so-called
“imaginary voyage’—already used by Kepler (Sommnium, 1634) and Godwin
(The Man in the Moone, 1638)—a narrative structure going back through the
medieval travel books to the Odyssey itself. Following the example of Sir
Thomas More (Utopia, 1516), they used the framework of the voyage to dis-
cover a hitherto unknown country whose portrayal allowed them to satirize
their own societies. Significantly, these imaginary societies existed in the here-
and-now. As LF. Clarke has shown, apparenty the first projection of a furure
society occurred in the anonymous The Reign of George VI, 1900-1925 (1763).
Indeed, except for a few titles, speculations about the future did not become
popular—and therefore a convention—until after the vogue of the utopia in the
late nineteenth century. As a matter of fact, the outlining of utopia may not
have been the essential factor even then; rather, the writers may well have
turned to the future only when they found it necessary to picture an advanced
technology. One should recall that Jules Verne drew upon his contemporary
world for most of Les voyages extraordinaires.

According to Philip Babcock Gove, by the late eighteenth century the imag-
inary voyage had become the most popular form of fiction. It has remained a
staple part of science fiction. Significant to the study of sf in terms of intellect-
ual history, the voyagers’ destinations have mirrored the changing topical inter-
ests of their contemporaries. For example, citing Marjorie Nicolson, with the
advent of Copernican theory came the earliest of those innumerable voyages to
the moon, a journey which became a fixed convention for extraterrestrial flight
until Schiaparelli’s conjectures regarding Martian ‘“‘canals” in the late 1870’s
sparked a new controversy which seized and held the public imagination well
into the present century. (One has only to turn to the supposedly staid Az-
lantic Montbly to find how often and how furiously the issue was debated; in
1908 Cosmopolitan featured H.G. Wells’s “The Things That Live on Mars,”
billed as “‘a description, based upon scientific reasoning, of the flora and fauna
of our neighboring planet, in conformity with the latest astronomical revela-
tions” (44:335). Within another generation the outward voyage had reached
galactic proportions. From the comic-strip level of Buck Rogers through the
space operas of E. E. “Doc” Smith (Skylark Three, 1930), Edmond Hamilton
(Crashing Suns and Outside the Universe, 1929-1930), Jack Williamson (The
Legion of Space, 1934), and Clifford D. Simak (Cosmic Engineers, 1939) to
Robert A. Heinlein (the “future history”’ series of The Past Through Tomorrow,
1939-1957; 1967), Arthur C. Clarke (The City and the Stars, 1956), Poul Ander-
son (Tau Zero, 1970), and Larry Niven (Ringworld, 1970), the core of science
fiction dealing with space travel has optimistically proclaimed that the stars are,
indeed, man’s destination.

One must realize that none of the earlier interests/conventions has disap-
peared. The effect has been cumulative, thereby enriching sf and allowing each
author a wider range to draw from and medify as need be. As Donald Wollheim
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pointed out, a writer may fit a story into any point of Heinlein’s future history
without facing the need of elaborate explanation. The conventions—the ever
more complex framework—exist. Thus, for example, Arthur C. Clarke may con-
cern himself with either a moon colony which becomes the focus of inter-
planetary conflict (Eartklight, 1951, 1955) or a Martian colony which solves the
problem of its survival (The Sands of Mars, 1951, 1952), while Heinlein may
portray a moon colony in revolt against the Earth, a revolt echoing the American
Revolution (The Moon is 1 Harsh Mistress, 1966). Or Larry Niven and Jerry
Pournelle may indulge in space opera (The Mote in God’s Eye, 1974).

Although space flight and extraterrestrial worlds, as noted, have become
synonymous with science fiction, this is a serious distortion, for throughout the
nineteenth century and well into the twentieth, sf employed a variety of settings
mirroring the interests of iis contemporaries as they explored the last unknown
areas of the Earth. Paltock and Holberg had introduced subterranean locales,
but not until after Captain Adam Seaborn (pseudonym of John Cleves Symmes)
had published Symzonia: A Voyage of Discovery (1820) and the concept of
a hollow Earth had filtered down to become, so to speak, public property did
the interior world establish itself as a backdrop for a host of novels, ranging from
William A. Taylor’s utopian Intermere (1901-1902) to Frank Powell’s melo-
dramatic The Wolf-Men (1906) and Marlo Field’s didactic The Astro Bubbles
(1928). Best remembered, of course, is Pellucidar, that seemingly prehistoric
world created by Edgar Rice Burroughs. The dream of a Northwest Passage and
the obsessive desire to reach the poles, reinforced by such tragedies as those of
Franklin and Andrée, peopled the Arctic and Antarctic with the remnants of a
variety of ancient peoples: the descendants of the Athenian Greeks in Eugene
Shade Bisbee’s The Treasure of the Ice (1892), the Vikings of Fitzhugh Green’s
Z R Wins (1924), and the “lost tribes” of Arthur W. Barker’s The Light from
Sealonia (1927) among them. Sir H. Rider Haggard opened the interior of
Africa to the imagirations of his contemporaries with King Solomon’s Mines
(1885) and She and Allan Quatermain (1887), an action completed by Edgar
Rice Burroughs, whose Tarzan constantly encountered lost tribes in forgotten
cities (so much so that some have called Burroughs a “one plot” author).

- Increased knowledge regarding pre-Columbian archeology scattered cities of
Mayas, Aztecs, and Incas from the Olympian mountains of Washington state
(Joseph Badger, The Lost City, 1898) and the Grand Canyon (James Paul Kelly,
Prince Izon, 1910) to Mexico (Juanita Savage, The City of Desire, 1930) and
South America (Leo Miller, The Hidden People, 1920). The Sargasso Sea housed
secret places; Atlantis and Lemuria were called up from the vast unknown of
prehistory. Increasingly after the First World War, however, writers turned to
Asia (where, perhaps, the journey had begun in the medieval travel books) in
order to find unknown kingdoms: Indo-China in both Gilbert Frankau’s The
Seeds of Enchantment (1921) and Gilbert Collins’ The Starkenden Quest (1925);
India and Afghanistan in both Harold Lamb’s The House of the Falcon (1921)
and Mark Channing’s King Cobra (1935); Mongolia in both Lamb’s Marching
Sands (1920) and Rita M. Hanson’s The Desert Road to Shani-Lun (1939). In
Tibet, in James Hilton’s Lost Horizon (1933) the “lost race” novel found its
Shangri-La, which somehow epitomizes the neo-primitivism and rejection of an
emerging urban-technological civilization shaping the themes of the motif.
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After the Second World War, however, it survived only in an occasional
title like Jacquetta Hawkes’ Providence Island (1959). As the corners of the
world became common property, so to speak, the authors turned elsewhere. As
early as The Time Machine (1895) Wells gave modern form to the theme of
time travel. Ray Cummings revived the sub-atomic universe in the stories com-
bined in The Girl in the Golden Atom (1923), thereby anticipating the concept
of parallel universes so important to contemporary science fiction, as in Clifford
D. Simak’s “The Big Front Yard” (1958) and Isaac Asimov’s The Gods Thewm-
selves (1972).

An emerging urban-technological civilization—in that phrase lies the key to
numerous of the developments in the history of science fiction. For example, no
one will question that in Frankenstein (1818) Mary Shelley gave form to one of
the fundamental themes of sf—science’s creation of a monster which it cannot
control. It is, of course, a modern rendering of the Faustus myth, in which the
scientist seeks knowledge that man should not possess--as innumerable char-
acters have informed literary and filmic audiences. Even though some marvelous
power of the new, litile-understood electricity brings Frankenstein’s creature to
life, Mary Shelley looks back toward alchemy and such matters. Nowhere does
she give the details of the theory or the process by which the monster is ani-
mated: as H.G. Wells said, this phase of the novel is more magical than scienti-
fic.5 Yet she does anticipate the demands of those who insist that the finest
science fiction deal with the consequences of some action/situation instead of
a mere description of the action or an exposition of its causes.

In contrast stands Jules Verne, who received the adulation of such later
figures as Hugo Gernsback. He was no prophet; he simply responded enthusi-
astically to the accomplishments of the new technology developing in the late
nineteenth century. Like so many before him, he adapted the imaginary voyage
to his own ends: a celebration of the “hardware” of transportation—balloons,
“airships,” submarines—and an encyclopedic description of the areas through
which his travelers journey, as in Twenty Thousand Leagues Under the Sea
(1870). He shared his contemporaries’ enthusiasm for geology, as perhaps best
shown in A Journey to the Center of the Earth (1864), and throughout his
works he seemed to be in awe of electricity. (One should realize that well into
the twentieth century various popularizers were writing books based on the
question ‘“What Is Electricity?”’) His limitation may be best shown by what
occurred in From the Earth to the Moon (1864); “he spent much of the novel
developing a cannon capable of firing a projectile at a velocity of seven miles
per second—that is, escape velocity. He later defended this practice while con-
demning Wells for making use of a metal which negated the law of gravity.”7
In short, he celebrated the machine. He was instantly popular in Britain and
America; novels were dedicated to him; the American William H. Rhodes (Cax-
ton’s Book, 1870) was compared to him; and later Hugo Gernsback was to call
him the “father of science fiction.”

In the 1970’s, amid such problems as pollution and an energy shortage—
threats that undermine the very basis of the technology which arose late in the
nineteenth century—one perhaps cannot share the dream of inevitable progress
having so overwhelming an impact upon those generations between the Ameri-
can Civil War and the First World War. The promise of the earlier Industrial
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Revolution seemed to blossom. The electric light, the phonograph, the tele-
phone, the wireless radio, the automobile, the dynamo, the airplane—to say
nothing of the ‘““ironclad,” the Gatling gun, the submarine—these achievements
transformed society within a single lifetime. Writers seized upon each new
theory and each new mechanical device. Even the innovations in police work
and criminology produced a hero, the “scientific detective,” as best exemplified
by Arthur B. Reeves’ Craig Kennedy, whose monthly adventures first appeared
in Cosmopolitan in 1910. The inveator and the scientist joined the medical man
as heroes of popular fiction. At the juvenile level, the name Tom Swift has
become symbolic of that legion of youthful innovators—""The Motor Boys,”
“The Young Engineers,” ““The Submarine Boys,” “The Automobile Girls”—who
used the latest devices to explore the world and bring justice to the oppressed.
Countless protagonists sought the “ultimate’ weapon. Such ventures took place
not in the far-distant future of the space opera but in America here-and-now.
One can be certain that this fiction gave the earliest expression to America’s
love affair with the machine, the “gadget.”

In contrast, in Britain, the first nation to achieve industrialization, the machine
had become suspect, as in Samuel Butler’s Erewbon (1872) and W.IH. Hudson’s
A Crystal Age (1877). The major voice cautioning his contemporaries against
both a belief in inevitable progress and a belief that man is the end-product of
evolution belonged to H.G. Wells. Jack Williamson has emphasized Wells’s aware-
ness of unending change, Robert Silverberg has asserted that Wells explored in
his fiction all of the themes underlying contemporary science fiction, and Mark
Hillegas has shown the indebtedness of the great dystopian writers like Zamiatin,
Huxley, and Orwell to him. All are correct. He stands antipodal to Verne. The
public image of Wells is that of a frustrated old man who, from A Modern
Utopia (1905), cried out in increasing despair in favor of social and political
reform carried out by men of good will. In recent years, however, critics have
recognized that his most important work, the early fiction, drew upon biology
(rather than technology) in order to dramatize the precarious position of man in
a universe which he does not comprehend and which he cannot control. Thus,
The Time Machine (1895) suggests the conflict in various dichotomies within
the Victorian world and climaxes with the vision of that final, reddened twi-
light of a dying Earth. The Island of Doctor Moreau (1897), which can be read
as a retelling of the Frankenstein myth, flies in the face of the Enlightenment
world view by underscoring man’s partial animality and his irrationality. The
War of the Worlds (1898) again dramatizes man’s insecurity by showing that “we
cannot regard this planet as being fenced in and a secure abiding-place for
Man. ... ” While Verne’s appeal may at first be the stronger because of his
essentially romantic view of the new technology, once historical events of the
twentieth century began to question the concept of progress, writers turned
increasingly to Wells.

By 1926, when Hugo Gernsback founded the first of the specialist maga-
zines, Amazing Stories, a number of motifs had established themselves within
the field of science fiction. What is perhaps most remarkable, one should realize,
is that while magazines like Cosmopolitan, Argosy All-Story, and Thrill Book did
publish some sf, the great majority of titles were published in hardback editions.
Moreover, as critics such as Dorothy Scarborough indicate, it had been accepted
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as a part of the canon of popular literature.

The categories have historical interest, but more than that some evolved with
the field and remain a part of the contemporary scene:

(1) The “lost race, lost lands” novel, beginning with Rider Haggard, was the
most popular motif, especially among the British, caught up as they were in the
concerns of empire. It developed out of the interests in geology, paleontology,
archeology, and exploration. Its themes and literary quality are typified by
works like Albert Bigelow Paine’s The Great White Way (1901), Arthur A.
Nelson’s Wings of Danger (1915), and John Taine’s The Greatest Adventure
(1929). After Haggard and Burroughs, its most lasting achievement occurs in
Arthur Conan Doyle’s The Lost Worid (1912), which introduces the redoubtable
and cantankerous Professor George Challenger. By and large, as noted, the motif
became the vehicle expressing the neo-primitivism that objected to (and sought
escape from) the developing twentieth century society.

(2) Many writers chose to forego the unexplored areas of the world in favor
of prehistory. On the one hand, as in Louis P. Gratacap’s A Woman of the Ice
Age (1906) and Gouverneur Morris’ The Pagan’s Progress (1904), they sought
to dramatize the moment of man’s emergence as man and thereby capture those
static qualities which made him human. On the other hand, they peopled pre-
Columbian America with enlightened races resembling the Mound Builders, as in
Charles T. Abbot’s The Cliff Dweller’s Daughter (1899), or conjured up the
continent of Atlantis, as in Charles J. Cutcliffe Hyne’s The Lost Continent
(1900). Of all the motifs this was the most extravagantly romantic, for, ob-
viously, its writers did not concern themselves with establishing credibility in
terms of the familiar, everyday world, as did the writers of the lost race novels.

(3) The interplanetary voyage, already mentioned, served first as a vehicle by
which writers of the period sought to reconcile the new science with established
religious beliefs. In the preface to A Journey to Mars (1894), Gustavus W. Pope
asserts that Man must be the same in Esse on whatever world he exists because
he was created in the image of God; in Daybreak: The Story of an Old World
(1896), James Cowan goes further when, through the Martian Thorwald, he ex-
plains that Christ had been incarnated on Mars as well as Earth so that that
world might also be redeemed. One cannot be fully certain where the change to
the modern emphasis began. Garrett P. Serviss deserves some of the credit. His
Edison’s Conquest of Mars (1898), a newspaper sequel to Wells’s The War of the
Worlds, pits the evolution of Earth against that of Mars but dismisses technical
detail as incomprehensible to his readers and therefore not necessary. His A
Columbus of Space (1911), although making use of nuclear energy, is satisfied to
describe the wonders of Venus and recount a love story. Yet by the publication
of Garret Smith’s Between Worlds in the early 1920’s, space opera had been
invented.

(4) The most popular motif, quantitatively, resulting from the technology of
the period portrayed some future war, as I.F. Clarke has shown. It provided the
literary response to the armaments race in Europe, the new military technology,
and the imperialistic division of Asia and Africa into spheres of influence. Sir
George Tomkyns Chesney began the wildfire with his publication in Blackwoods
Magazine of “The Battle of Dorking” (1871), a prediction of a successful inva-
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tion of Britain by Germans because of the military unpreparedness of Her
Majesty’s kingdom. As early as 1881 that same concern for unpreparedness
showed itself in Park Benjamin’s “The End of New York,” in which a Spanish
fleet bombards the city; he emphasized the humiliation of the defeat by allow-
ing the navy of ‘“‘an insignificant Republic of South America” (Chile) to relieve
the metropolis. More typical of early American treatment of the motif was
Frank Stockton’s The Great War Syndicate (1889), in which private enterprise
defeats the British empire. By the First World War, however, America fought
off German armies—so deep was the feeling that in 1916 H. Irving Hancock
wrote a four-volume juvenile series entitled “Conquest of the United States.”
By the 1920’s the United States struggled against the “yellow hordes” of Asia,
a concern going back to Pierton W. Dooner’s Last Days of the Republic (1880),
written in protest against the importation of Coolie labor into California and
climaxing in the complete destruction of an independent America. The motif
gained one of its most provocative expressions in S. Fowler Wright’s The War of
1938 (1936), the portrayal of conflict between Germany and Czechoslovakia.
It survived a thousand galactic wars and has become an important part of the
dystopian mood in novels like Joe Haldeman’s The Forever War (1975).

(5) Utopia may well be a separate genre, but it has long been associated with
science fiction, especially in those works, like Chauncey Tinker’s The Crystal
Button (1891) and Hugo Gernsback’s Ralph 124C41+ (1911), which describe
future societies perfected by science. Edward Bellamy’s Looking Backward
(1888) set the tone of the many utopian novels at the turn of the century in
that it began a long debate on socialism in its various forms. By and large they
became essay-like polemics advancing the writer’s pet theories, as in William
McMasters’ Revolt: An American Novel (1919), in which he attacked the con-
trol that “big money” had over American politics. Robert Herrick’s Sometime
(1933) represents those societies projected into a future when America and
often Europe have been destroyed (this time by a new ice age) and the seat of
civilization shifted to Africa. Yet so strong has been the dystopian mood for at
least a generation that since the outbreak of the Second World War only Austin
Tappan Wright's Islandia (1942), B.F. Skinner’s Walden Two (1948), and Aldous
Huxley’s Island (1962) can be regarded as utopian.

(6) Those novels dealing with wonderful inventions and/or wonderful dis-
coveries, as noted, became the special province of the enthusiasts of the new
technology. A tunnel is bored from Australia to New York City in Clement
Fezandie’s Through the Earth (1898), synthetic diamonds are produced in
Jacques Futrelle’s The Diamond Master (1909), while both anti-gravity and the
ultimate energy are discovered in John Ames Mitchell’s Drowsy (1917). Nothing
seemed impossible. This motif also became the stalking grounds of the “mad”
scientist, as early exemplified by William H. Rhodes’ The Case of Summerfield
(1870, 1917), in which the demented chemist threatens to evaporate the oceans
of the world unless he is paid a million dollars. Be he hero or villain, the scientist/
inventor/engineer (they were synonymous in the public imagination) reigned
supreme.

(7) The Gothic tales concerned with madness and mesmerism, as in Poe’s
fiction, began an interest in abnormal psychology. The classic novel is Robert
Louis Stevenson’s St{ange Case of Dr. Jekyll and Mr. Hyde (1886), that study of
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dual personality which fostered as many imitations, seemingly, as did Franken-
stein. Albert Bigelow Paine’s The Mystery of Evelin Delorme (1894) explores the
phenomenon of dual personality; Edward Bellamy’s Dr. Heidenbhoff’s Experi-
ment (1880), the first of his novels, introduces an experiment which erases all
knowledge of evil from the patient; and Frank Gellett Burgess’ The White Cai
(1907) allows a villainous doctor to summon up the evil alter ego of his patient
by means of hypnosis. Ambrose Bierce and Henry James transformed the tra-
ditional ghost story into the dGramatization of *‘an anxious state of mind,” while
in Questionable Shapes (1903) and Between the Dark and the Daylight (1907),
William Deans Howells created the psychologist Wanhope to explain his friends’
ghost stories in terms of the psychological theory of the day. For the future
development of sf one of the most important works was John Davys Beresford’s
The Hampdenshire Wonder (1911), long celebrated as the first of the “super-
man’”’ novels, whose young protagonist has a mind far in advance of contempor-
ary man’s. From it are descended that legion of mutants, cyborgs, and androids
who are More Than Human, to cite the title of Theodore Sturgeon’s 1953
novel. In its concern for transcendence the motif gave voice to what may be re-
garded as the first concern for that expanded awareness which has been termed
the exploration of “inner space.”

(8) The clearest bridge between early science fiction and that of the past
generation or so may perhaps be found in the so-called “catastrophe” or “post-
catastrophe” motif. Intriguingly, at the same time that literary naturalism de-
picted the world as the enemy of man, science fiction introduced the idea of
some natural disaster which threatens mankind’s continued existence. Various
stories of Wells established the prototype. Jack London’s The Scarlet Plague
(1915) reduces civilization to barbarism from which there is no escape, while
in James Ames Mitchell’s The Last American (1889), the United States has been
destroyed by a climatic change and is explored by a Persian expedition in the
thirtieth century. British authors, like Conan Doyle (The Poisor Belt, 1913),
M.P. Shiel (The Purple Cloud, 1929), John Wyndham—pseudonym of John
Beynon Harris—(The Day of tbe Triffids, 1952), and John Christopher—pseu-
donym of Christopher Samuel Youd—(No Blade of Grass, 1957; The Long
Winter, 1962; The Ragged Edge, 1966), more often used the disaster to cleanse
the Earth so that a finer society might emerge or, at least, man might have a
second chance. One is tempted to compare these works with Robinson Crusoe,
where British common sense prevails, for the survivors of the catastrophes win
through by a combination of good fortune, courage, and reason to rebuild
civilization. Because it dealt with the “ultimate” catastrophe—the destruction
of civilization and, often, the world itself, the motif allowed the greatest ideal-
ization of the scientist. He was portrayed as a savior; in Garrett P. Serviss’ The
Second Deluge (1912) he built an ark to save a chosen few from a watery
nebula that inundated the Earth; in George Allan England’s Darkness and Dawn
trilogy (1914) he awakened from suspended animation to father a new line of
humanity in a far-future, devastated world; in Edwin Balmer and Philip Wylie’s
When Worlds Collide (1933) he built a rocket ship and led a chosen few to a new
world. In short, throughout the motif the spirit of the Enlightenment prevailed;
man triumphed, whatever the odds. Not until after the Second World War when
the disaster was no longer natural but man-made, as in Aldous Huxley’s Ape and
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Essence (1948) and Walter M. Miller, Jr.’s A Canticle for Leibowitz (1960), did
the pattern change.

Significantly, as noted, none of these motifs disappeared. They grew more
complex and remained available for the writer to adapt as he saw fit. For ex-
ample, Max Ehrlich’s The Big Eye (1949) reflects the growing anxieties of the
scientific community after the Second World War; in an effort to gain world-
wide unity and bring an end to war, its astronomers announce that a new planet
intruding into the solar system will collide with the Earth. In Roger Zelazny’s
“A Rose for Ecclesiastes” (1964) the dying race is Martian. In Robert Silver-
berg’s Across a Billion Years (1969) a team of Earthmen searches for the Mirt
Korp Ahm, the so-called High Ones, whose civilization once spread across the
galaxy, while in Frederik Pohl’s Gateway (1977) Earthmen fly the ships they
find on the satellite (gateway) left by an ancient and superior race. (The treat-
ment of the alien and his society was to become one of the marked differences
between contemporary and early sf.)

Although examples of the various motifs continued to be published in hard-
back for both adult and juvenile audiences throughout the 1930’s, science
fiction became identified with the so-called ‘“‘ghetto” of the specialist pulp
magazines. One must understand that this fate was not unique to sf. Publishing
exigencies of the mass market created pulps in every field—from High Seas
Adventure, Pirate Stories, and Golden Fleece Historical Romances through
innumerable western, detective, and sports titles to Northwest Romances,
Horror Stories, and Terror Tales—during the decade before the Second World
War. Secondly, one must remember that many of the individuals who began
their careers in the then new specialist magazines are still active. For example,
Murray Leinster (pseudonym of Will F. Jenkins), whose earliest stories appeared
in All-Story and Argosy at the time of the First World War, did not die until
1974. John W. Campbell, Jr. edited Astounding/Analog from the winter of
1937/1938 until his death in 1971. Consequently some individuals whose en-
tire professional life has been tied to the magazines in one way or another have
a strong proprietary feeling toward sf and would separate it from what was
published prior to—or, with a few exceptions, outside of—the specialist pulps
before the contemporary period. This exclusiveness becomes absurd when one
considers such British authors as Olaf Stapledon, whose seminal influence upon
the genre everyone acknowledges. Something of a similar problem arises because
much of the early material is largely unavailable so that recent criticism, particu-
larly much of the academic criticism, has concentrated upon contemporary
figures. Also, of course, for many the historical perspective itself has fallen into
disrepute, whatever the reasons.

In 1926, Hugo Gernsback, former editor of Modern Electrics and Electrical
Experimenter, founded Amazing Stories, the first magazine devoted exclusively
to what Gernsback briefly called “scientifiction.” Included in the masthead, a
sketch of Jules Verne’s tombstone shows a partially veiled figure reaching to-
ward the heavens. Gernsback defined the genre as the “Jules Verne, H.G. Wells,
and Edgar Allan Poe type of story—a charming romance intermingled with
scientific fact and prophetic vision.” Optimism continued unabated. For manag-
ing editor he selected the aging son-in-law of Thomas Edison and assigned him,
as his chief function, the checking of the accuracy of the science in the stories.
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When he lost financial control of Amazing, he at once issued Science Wonder
Stories and Air Wonder Stories, which soon merged as Wonder Stories. He
gathered about him such writers as Jack Williamson, Edmond Hamilton, E.E.
“Doc” Smith, Ray Cummings, and Murray Leinster.

His magazines soon lost their place as front-runners, however, to Astounding
Stories, edited first by Harry Bates and F. Orlin Tremaine and then by John W.
Campbell, Jr. While one can see in retrospect that Campbell had certain weak-
nesses, as shown best in some of his editorials and his obsessive pursuit of an
idea like Dianetics, there can be no doubt that for several decades at least he
was the moving force shaping the field. His editorship inaugurated what has
been called the “Golden Age” of science fiction—that period lasting, roughly,
from the late 1930’s until the early 1950’s. He featured the works of Isaac
Asimov, Robert A. Heinlein, A.E. van Vogt, Lester del Rey, Clifford Simak,
C.L. Moore and Henry Kuttner (under their various pseudonyms as well as their
own names), and Theodore Sturgeon. No one who published with him—from
Asimov and Sturgeon to Gordon Dickson and Jerry Pournelle—has anything but
praise for the manner in which he worked closely with his writers and guided
their efforts. Out of that “Golden Age” came the mythic future history which
sees man and his civilization triumphant throughout the galaxies.

Little can be gained by enumerating those few titles which competed, often
for but a few issues, with Astounding before the Second World War. They were
edited by young men like Frederik Pohl and Donald Wollheim, whose influence
was to be highly significant at a later date. The magazines themselves were
curtailed or killed off by the war. A spate of titles appeared in the 1950’s during
the so-called “boomlet,” a possible result of the public’s turning briefly to sf to
find simplistic answers to what had happened, for example, at Hiroshima. Two
enduring titles did emerge. In the autumn of 1949 Anthony Boucher and Francis
McComas launched The Magazine of Fantasy and Science Fiction. The element
of fantasy is crucial. (Weird Tales, around which the Lovecraft cult had gathered
since the 1920’s, was to die in the 1950’s; Campbell had briefly issued a maga-
zine devoted to fantasy, Unknrown, but it had been a victim of the war.) Not
only did Boucher and McComas give the writers a greater latitude within which
to work, but they also raised again, for some at least, the question of how well
one can distinguish between fantasy and science fiction. The magazine also soon
gained a reputation for stressing literary quality. Equally important was Galaxy,
first published in 1950 and edited by Horace Gold. Samuel R. Delany pin-
pointed the importance that Galaxy was to have in shaping modern science
fiction when he emphasized that from the 1950’s on the author became free
to produce ““a completely new world, in which the technological relation to ours
is minimal” and to explore “these infinitely multiplicated worlds, filled with
wondrous things....”'® In other words, the linear extrapolation from the
present world into a possible/probable world of the future (see Asimov’s defini-
tion insisting that the reader be able to imagine how that future world had
emerged from the present) was no longer the iron-clad convention that it had
been since late in the nineteenth century. The realism called for was no longer
that of making the imaginary world somehow credible in terms of the everyday
world (thus the importance of the imaginary voyage, for example, as a narrative
structure) but rather in the richness of the texture with which the author created
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his new world. Delany has called the result “an aim closer to poetry than to any
sociological fiction.” All that was asked was that the worlds created be consistent
within themselves, a characteristic that Jane Mobley, among others, has asked of
fantasy. In short, science fiction could now portray worlds capable of carrying
metaphor, as in the instances, for example, of Frank Herbert’s Dune (1965) and
Robert Silverberg’s Downwind to the Earth (1969-1970).

Unlike Delany, in contrasting earlier science fiction with that written since
1950 (or the Second World War), many critics have emphasized utopia and
dystopia: a shift from a vision of an earthly paradise to.that of an earthly hell.
Once again, these views are not mutually exclusive. Wells cautioned his audience
against a smug optimism and C.S. Forster warned against technology (‘“‘The
Machine Stops,” 1909), while Keith Laumer’s protagonist, Retief of the CDT
(Corps Diplomatique Terrestrienne) still manages to keep “full control of the
galaxy,” as in Envoy to New Worlds (1963), in a manner befitting the finest of
the old space operas. But a change did take place; perhaps it was first noticeable
quantitatively in the host of tales soon after the war crying out against the
possibility of atomic holocaust. One may choose to date the new mood from
Ray Bradbury’s The Martian Chronicles (1950), in which Earthmen plunder
Mars much as Europeans plundered America; or one may begin with Clifford
Simak’s City (1952), in which he underscores man’s limitations physically and
psychologically and deplores his surrender to a mechanical civilization. What had
begun in America as a love affair with technology became disenchantment. The
floodgates opened. Kurt Vonnegut, Jr. attacked a society dominated by com-
puterized machines and a managerial elite (but showed man drawn irresistably
to the gadget, the machine) in Player Piano (1952); Fred Pohl and Cyril Korn-
bluth satirized a society dominated by advertising corporations in The Space
Merchants (1953). Nearly twenty years later John Brunner’s The Sheep Look
Up (1972) explored ecological disaster in an America rapidly destroying itself.

The harshest condemnation has undoubtedly come from British writers,
especially those who grouped themselves around Michael Moorcock and the
magazine New Worlds—those to whom Judith Merril, among others, gave the
name “New Wave.” In referring to them—and the dystopian mood in general—
Lester del Rey criticized those individuals who had lost faith in the future. He
may well have had some basis for this view when one recalls that Brian Aldiss,
whose most experimental and controversial novel remains Barefoot in the Head
(1970), remarked that he and his colleagues suddenly found themselves living
through the dates that Wells had assigned to various utopian events—world
congresses and such like. But nothing had changed; indeed, things had grown
worse. Far from living in a rational world, they believed themselves in a world
growing more irrational, more absurd.

Another important change has occurred in science fiction’s romantic con-
cern for transcendence. At the turn of the century in novels like Louis P. Grata-
cap’s The Certainty of a Future Life on Mars (1903) and Mark Wicks’s To Mars
Via the Moon (1911), the Earthmen who communicated with the red planet—
often with their supposedly deceased friends and relatives—were assured that a
better life on a better world awaited them. It was widely suggested at the turn of
the century that the next advancement in evolution must be a further develop-
ment of man’s soul. (All such ideas were possible in a world/universe governed
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by an inevitable linear progression onward and upward.) Even in John D. Beres-
ford’s The Hampdenshire Wonder (1911), in which almost no one can under-
stand and communicate with the young protagonist and he is killed, one notes
the awe with which the narrator regards an advanced and totally rational mind.
In the decade before the Second World War the British author, Olaf Stapledon,
to whom writers like Arthur C. Clarke acknowledge indebtedness, gave perhaps
the fullest expression within the field to the theme of transcendence. In Last
and First Men (1930), his first novel, he sketched the history of eighteen species
of man over a span of two billion years; his last men gain “spiritual maturity
and the philosophic mind.” In The Star Maker (1937) a contemporary English-
man projects his consciousness through all time and space to discover that a
Star Maker has created an eternal series of universes, each more perfect than the
earlier. He speaks not of a God outside man but rather a kind of life force or
consciousness. Darkness and Light (1942) unfolds alternate visions of the future.
One shows man’s extinction; the other, his realization that mankind’s function
is to produce a mutant race superior to homo sapiens.

One could enumeraze a legion of supermen and mutants—from Ed Earl Repp’s
“The Gland Superman” (1938) and A.E. van Vogt's Slan (1940) to Keith
Roberts’ The Inner Wheel (1970). In 1953 appeared two novels dealing with
the theme, both of which have become classics in the field. In Arthur C. Clarke’s
Childbood’s End the alien Overlords intervene in man’s affairs to protect him
from himself and to act as midwives while the human race evolves psychically
in order to unite with the cosmic Overmind. In the climactic sense a single adult
watches the children, now combined into a single intellect and long cut off from
their parents and mankind because of their psychic powers, undergo a meta-
morphosis. Not only are they released from their human form, but they dis-
solve the Earth itself in order to gain the energy needed for the transformation.
Mankind will no longer exist except as a part of the Overmind. The second novel
was Theodore Sturgeon’s More Than Human. A number of children, each having
unusual psychic ability—ranging from telepathy to teleportation—are brought
together to form a single complex organism, Homo Gestalt. As a unit the child-
ren are able to “blesh”’—to blend and mesh together—although retaining their
individual identities. Sturgeon’s major achievement was not that he created
another superior being, but that he found a symbol overcoming the fragmented
isolation of individual man.

Although the plot line of these novels demanded a struggle between the
supermen and “‘normal” humanity, as in van Vogt’s Slan, the authors accepted
/advocated the improvement—unless they used the creature(s) to develop the
Frankenstein theme. Increasingly, however, the new species was destroyed be-
cause it threatened the continued existence of man as he is. Significant in this
change are John Wyndham'’s Rebirth (1955) and The Midwich Cuckoos (1958).
More important for the development of science fiction, however, were those
novels in which man denied his humanity. Again Clifford Simak’s City (1952) is
a seminal novel, for given the opportunity, the vast majority of mankind chooses
to be transformed into Lopars, a Jovian creature whose perceptions are not so
limited as man’s. In Silverberg’s Downward to the Earth (1970), when the pro-
tagonist is given the opportunity to be reborn into an alien form, he remarks,
“I've tried being human for quite a while. Maybe it’s time to be something else.”
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One may argue that the treatment of the alien has led to the most impor-
tant thematic change in science fiction. In space opera the alien was merely a
displaced Indian in the adaptation of the western to galactic dimensions. For
years he was dismissed as the “Bug-Eyed Monster”; the only good alien was a
dead alien. Stanley G. Weinbaum broke the stereotype with “Tweel” in “A
Martian Odyssey” (1934). For one thing he is more intelligent than his human
companion. In “First Contact” (1944) Murray Leinster elevated his aliens to
the level of problem-solver when Earthmen and Aliens swap spaceships, thereby
supposedly preventing either from following the other to home planet and per-
haps destroying it. He again permitted man and alien to cooperate in “Explora-
tion Team” (1956). Yet perhaps not until Philip José Farmer’s The Lovers
(1952, 1961) was the potential of the alien fully realized. The protagonist
impregnates a creature (a plant which can assume human form); her death
teaches him something of the meaning of love and what it means to be “human,”
a theme Farmer has explored repeatedly in stories like “Open to Me, My Sister”
—retitled “My Sister’s Brother” (1960).

There developed an affirmation which denied man’s transcendence over
other creatures. Naomi Mitchison’s Memoirs of a Spacewoman (1962) suggests
that the diversity of intelligent life forms throughout the universe will be almost
unimaginable, while Chad Oliver’s The Shores of Anotber Sea (1971) insists
that there must be lines of communication among all intelligent beings. James
Gunn’s The Listeners (1972)—at first glance seemingly little more than another
celebration of scientists and their persistent efforts to reach a goal—chronicles
man’s first encounter by means of radio telescope with the computer banks of
a long-dead civilization; its open ending implies that mankind will be changed
over and over again by such contacts, perhaps without realizing it. At the heart
of the affirmation—Simak may be its most consistent spokesman—lies the idea
that all intelligence, however diverse its life forms, makes up a unity which is
in itself the purpose and meaning of the universe.

Equal in importance to the emergence of this theme has been the creation of
totally alien worlds. Because of their scientific accuracy particular praise has
gone to Hal Clement (pseudonym of Harry Clement Stubbs) for a novel like
Mission of Gravity (1954) and to Poul Anderson, among whose successes has
been “A Planet Named Cleopatra™ (1974), a veritable encyclopedia in its por-
trayal of that planet. Increasingly, these worlds have made little or no direct
reference to the Earth itself, as in Herbert’s Dune trilogy. These are the worlds
capable of carrying metaphor as the writers immerse their characters (and read-
ers) into exotic societies sharply different from the everyday world in order to
comment upon man’s ventures, his nature, and his limitations, as in Stanislaw
Lem’s Solaris (1961, 1970). One of the most consistently successful is Ursula K.
Le Guin—in many of her short stories and especially in her prize-winning novels
The Left Hand of Darkness (1969) and The Dispossessed (1974). The former in
particular had impact upon the field, for only on the planet Gethen (Winter)
have humans evolved in a unisexual nature so that they are capable of assuming
either the male or female role depending upon their response to another person
during estrus. Thus, for example, many individuals have been both father and
mother, while the sexual drive is quiescent except during the period of estrus.
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Not only does she make the reader question the stereotypes of gender roles in
present society, but by implication at least she shows how divisive those roles—
and sexuality itself—are to our common humanity.

In its attention to the human condition science fiction has gained a kind of
maturity it did not possess as a popular literature celebrating science, the scien-
tist, and progress. It may not always be so entertaining in a melodramatic,
“story” sense. Indeed, many current writers are less concerned with story as
such, seemingly, than with literary quality and experimentation. In part this
results from the influence of the ‘“New Wave” in the 1960’s and in part from
the efforts of individuals like Harlan Ellison, whose Dangerous Visions (1967)
was intended to broaden the themes, language, and forms available to the sf
writer. One may gain insight into its impact by comparing it with the Science
Fiction Hall of Fame volumes, edited by Robert Silverberg and Ben Bova, con-
taining those works written before 1965 which the writers themselves through
the Science Fiction Writers of America voted as the outstanding examples of sf
published in the specialist magazines. One can safely say that after Dangerous
Visions American science fiction could never be the same. One has only to point
to the works of such writers as Joanna Russ, James Tiptree, Gene Wolfe, Thomas
Disch, R.A. Lafferty, as well as such works as Sturgeon’s “If All Men Were
Brothers, Would You Let One Marry Your Sister?” and Philip Jos¢ Farmer’s
“Riders of the Purple Wage,” both stories by long-established writers published
in Dangerous Visions.

One might notice other individual efforts. John Brunner has acknowledged
that he adapted the narrative techinque of John Dos Passos in Stand on Zanzi-
bar (1968), whole Brian Aldiss’ indebtedness to Joyce is apparent in Barefoot
in the Head (1970). Robert Silverberg produced one of the most probing char-
acter studies in the genre in Dying Inside (1972), in which David Selig, a'citizen
of a familiar New York City, loses the telepathic power which he was born with.
His final cry, “Hello, hello, hello,” provides one of the finest symbols of isolated
modern man. These writers are using the same techniques as Barth, Barthell,
Berger, Coover, and Reed, for example, to explore similar themes. In the sense
that it is not merely critical-dystopian—science fiction has turned increasingly
to a world that seems incomprehensible, irrational, absurd. Thus, simultaneously,
its writers—from Asimov and Niven to Alec Effinger (What Entropy Means to
Me, 1972) and Samuel R. Delany (Dbalgren, 1975)—may dramatize their individ-
ual perceptions of the twentieth century—that complex fusion of Enlightenment,
romance, and absurdity.
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Francis Molson

CHILDREN’S FANTASY AND SCIENCE FICTION

Most readers recognize the fame of Alice in Wonderland and Through the
Looking-Glass even if they are unsure that the books are juveniles. Not as many
readers, but still a substantial number, know that Lewis Carroll’s masterpieces,
irrespective of their intended or probable audiences, are outstanding fantasy.
But very few readers are aware of the crucial role the two books played in the
development of children’s literature. Yet the publication of the Alice books, in
1865 and 1871 respectively, marked the first time juvenile fiction was written
for the express purpose of “wasting” its young readers’ time instead of “im-
proving” it, i.e., of entertaining youngsters instead of teaching or exhorting them
as children’s fiction of the time was supposed to. Moreover, a case can be made
that without Carroll’s innovative fantasies a primarily imaginative children’s
literature might never have developed as it has, or might have been delayed
inordinately. That is to say, the making of effective fantasy entails probably
more creativity and imaginative force than any other type of children’s book. If
so, then, the composing of the highly successful and original Alice stories re-
quired a very large expenditure of creative energy—so large, as a matter of fact,
that Carroll was able to break through the constraints of earnest didacticism,
then hemming in and stunting the writing of children’s books, and became the
first writer of juveniles to enter the realm of the free and untrammeled imagina-
tion. Because of Carroll’s breakthrough, all subsequent writers of children’s
books have enjoyed the freedom to be beholden to only their native genius and
bent. Surely, then, the historic importance of the Alice narratives deserves to
be more widely known.

In any case, it must be admitted that it is especially fitting that two books of
fantasy should have been so significantly involved in the history of children’s
literature inasmuch as works of fantasy have become so prominent among the
glories of children’s literature. To cite just some, the Alice books themselves,
the Grimm and Andersen fairy tales, The Wind in the Willows (1908), The
Princess and Curdie (1883), Winnie-the-Poob (1926), Charlotte’s Web, (1952),
The Hobbit (1938), The Voyage of the Dawn Treader (1952), and Tom’s Mid-
night Garden (1959). Furthermore, te think of children’s literature without
fantasy would be dismaying: serious, obvious, and too often suffering from the
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built-in obsolescence of a realism subservient to whatever moral crusade, social
issue, or ideology one momentarily dominant pressure group would push until
eventually it would be superseded by another pressure group which, in turn,
would insist upon its own, purer didacticism. How impoverished, also, would
childhood be without the imaginative stimulus all the various kinds of literary
fantasy provide. No wonder, then, that in the judgment of many historians and
commentators the publication of the Alice books ushered in the first golden age
of children’s literature.

One of the major ironies of children’s literature is that the Alice books, in
spite of their originality and brilliance, inspired no large following. There were
some books that tried to build directly on what Carroll had done—for instance,
Charles Carryl’s Davy and the Goblin (1886), and Maggie Brown’s Wanted—a
King (1890)—but they are feeble imitations and of only historic import today.
Even Carroll’s subsequent works—The Hunting of the Snark (1876), Sylvie and
Bruno (1889), and Sylvie and Bruno Concluyded (1893)—are, frankly, inferior
fantasy. Still, the historic importance of the Alice books is huge. If one can
borrow from Walt Whitman’s description of his debt to Ralph Emerson, the
books brought to a boil the cauldron of imagination and creativity then seething
in children’s literature. What follows, then, is an attempt, first, to describe
briefly just that portion of the cauldron, so to speak, out of which the Alice
books emerged; second, to suggest the diversity and richness of juvenile fantasy
since the publication of Carroll's masterpieces; and third, to present a sampling
of contemporary defenses of juvenile fantasy and its role in childhood. It should
be stressed that a division into pure and mixed, original and derivative, or any
other category of fantasy in order to insure precision or prevent overlapping has
not been intended. The categories that will be distinguished merely indicate
some of the ways in which juvenile fantasy after Carroll either has developed an
emphasis or topic the former utilized or, branching off in new directions, has
sought fresh combinations of familiar elements and new subjects or approaches.
Finally, it should be noted that authors mentioned and titles cited are repre-
sentative and are not meant to be exhaustive.

I

Alice in Wonderland and Through the Looking-Glass, even though works of
great and stunning originality, did not emerge into the world without anteced-
ents. Quite frankly, Carroll could not have written his works nor expected them
to be accepted unless there previously existed not only a literary matrix con-
ducive to fantasy but also a potentially receptive audience, created, in part, by
the several elements making up the matrix. For instance, a liking for riddle,
word puzzles, and other verbal games—nonsense, in other words—already flour-
ished; and readers had had their appetite for nonsense whetted in 1848 by
Edward Lear’s A Book of Nonsense, a work that had come to be enjoyed by
adults and children alike. Another element in the matrix was the beast fable.
Already become a staple of children’s reading fare over the preceding several
centuries, and sanctioned by an association with classical times, beast fables like
Aesop’s unobtrusively but persistently undermined the hegemony the unrelent-
ingly didactic and mildly realistic fiction of the eighteenth and early nineteenth
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centuries enjoyed in children’s literature. Of all the elements in the literary
matrix, however, the one that contributed the most to the origin of modern
juvenile fantasy was the fairy tale in both its folk and literary forms.

Although they had previously existed for countless years and even collections
of them had been made elsewhere, it was not unuil fairy tales made their appear-
ance in the French court during the late 1700’s that they can be said to have
entered literature.! Charles Perrault is usually accorded the honor of compiling
the premier collection of fairy tales, Tales of My Mother Goose (1697). Per-
rault’s collection not only brought to the attention of readers, first adults and
then children, eight delightfully retold folk tales—among them ‘“Puss and Boots,”
“Sleeping Beauty,” and “Cinderella” —but demonstrated that folk material can
be adapted for cultivated tastes without losing its rich imaginative appeal and
capacity for lighthearted entertainment. Perrault’s tales set a vogue, and others
tried their hand at composing literary fairy tales. Most prominent of these were
the French aristocratic women, Madame d’Aulnoy (according to the Opies,
perhaps the real innovator of the literary fairy tale) and Madame Leprince de
Beaumont, the second cf whom was responsible for the very famous version of
“Beauty and the Beast.” .

Regardless of the quality of these “court” fairy tales, however, and the wit-
ness they provided apropos the value of the imaginative, they did not directly
influence Carroll. For, despite their initial popularity, throughout the eighteenth
century fairy tales came under attack as hostile to reason and inappropriate in
the schooling of children until the tales gradually fell into disfavor. Only the
scholarship of the Grimm Brothers in the next century brought fairy tales re-
newed respectability and popularity. Yet, the court fairy tales are of genuine
importance in the development of modern juvenile fantasy sincé they gave
children fortunate enough to hear or read them respite and variety and, thereby,
prevented, as was also pointed out concerning the role of beast fables, the com-
plete dominance of a tedious and moralizing realism.

Having a more direct impact on Carroll’s work than the court fairy tales were
the Kinder-und Haus-Mdirchen of the Grimm Brothers ostensibly collected and
retold to preserve the stories as the “art’ of the folk, published in three volumes,
1812-1822. Soon translated into English by Edgar Taylor, these tales were
quickly taken over by British and other English-speaking youngsters as their
special province just as their German counterparts had done earlier. What with
their exciting talk of magic, princes and princesses, witches and dark woods,
and their plots replete with improbable incidents, occasional violence, and
poetic justice, the Grimm tales readily appealed to children’s imagination. It is
also possible that the tales remigded youngsters of stories they had heard of
previously but had been told they should not consider “appropriate” or “good
enough.” In other words, the Grimm tales per se and by what they suggested
made children increasingly dissatisfied with their typical prescribed reading fare
and primed for more and more imaginative and exciting reading, perhaps like
what they heard and read in the nursery and street.

Hans Christian Andersen not only retold folk tales, following the example of
the Grimms, but created his own stories, modeling them, in part, upon the folk
tale. So skillful did Andersen become at capturing for his own tales the folk
tale’s capacity for imaginative appeal that he soon became world famous. His
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tales, moreover, contributed much to the development of modern juvenile fan-
tasy. For one reason, Andersen demonstrated that writers of fairy tales did not
have to depend solely upon authentic folk tales for subject matter, plot, and
characters; one could push beyond the old and traditional by either embellish-
ing or out and out inventing. Second, the care, especially a concern for style,
Andersen bestowed upon his tales, which he recognized were being read more
and more by children, clearly implied a determination to take seriously children
and their reading needs, and a conviction that children deserved writing whose
style aspired to greatness. Third, certain features of Andersen’s tales augmented
the technical repertoire available to writers and broadened the range of emo-
tions juvenile fantasy appealed to: the mixing of fairy tale and realistic elements;
a fondness for personifying in ways that children and adults alike still find
amusing and psychologically supportive; and a willingness to use both sentiment
and humor not always completely successfully but never condescendingly nor
patronizingly.

II

The collecting and writing of fairy tales did not end with the work of the
Grimm Brothers and Andersen. In England, for instance, Joseph Jacob’s col-
lection of British fairy tales (1890), and Andrew Lang’s various “color” fairy
tale books (1889 and subsequent years) gathering stories from all over the world
made fairy tales even more accessible to countless readers. Further, writing
literary or art fairy tales remained popular throughout the nineteenth century,
and only in the current century has their popularity lessened in spite of the
example of James Thurber’s delightful stories. Important nineteenth century
writers of fairy tales were William Thackeray—The Rose and the Ring (1855);
Robert Southey—*“The Three Bears” (1834); John Ruskin—“The King of the
Golden River” (1851); and Oscar Wilde—“The Selfish Giant”’ (1888). Included
also should be Christina Rossetti’s Goblin Market (1864), even though verse,
rather than prose, is its medium. In the United States, two authors who achieved
success as writers of literary fairy tales were Howard Pyle and Frances Burnett.
The former exhibited considerable skill as he imitated the best features of the
folk tale in his Pepper and Salt (1886) and The Wonder Clock (1888), while the
latter author, in addition to producing conventional tales such as The Troubles
of Queen Silver-Bell (1906) and The Cozy Lion (1907), proved quite adept in
incorporating fairy tale plotting and values in otherwise realistic narratives, e.g.,
the very popular Little Lord Fauntleroy (1886) and Sara Crewe (1888).

Victorians also manifested a penchant for novel-length fairy tales.2 The
most prominent and innovative composer of the long juvenile fairy tale was
George MacDonald. The Princess and Curdie (1883) and The Princess and the
Goblin (1872) remain today readable and exciting books. In At the Back of the
North Wind (1871), The Golden Key (1867), and The Light Princess (1867),
moreover, MacDonald broke new ground as he blended fairy tale elements, in
particular, the sympathetic bond that exists between nature and human good-
ness, into the realistic story. The results of MacDonald’s blending were twofold.
Not only did he assist in originating a new type of juvenile fantasy, mixed
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fantasy—which today is the dominant form of children’s fantasy; but he also
deepened and subtilized his fairy tales so that a quasi-mystical strain-is readily
detected in his most characteristic work. MacDonald’s narratives continue in
print because his books are intrinsically meritorious and because contemporary
writers of the stature of Charles Williams, J.R.R. Tolkien, and C.S. Lewis all have
claimed fondness for and affinity with the man and his fantasies.

Howard Pyle, previously mentioned as a skillful practitioner of the brief
literary fairy tale form, also attempted to use an amalgam of realism and fan-
tasy in order to express a quasi-mysticism in his thought. The resulting book,
The Garden Bebind the Moon (1895), although not as enticing as MacDonald’s
work, still merits wider recognition than the usually accorded, casual mention
in the history of children’s literature. Another American author who wrote
lengthy fairy tales but achieved greater results and recognition than Pyle was
L. Frank Baum. Interestingly, Baum intended to strip the traditional fairy tale
of its violence, potential for frightening youngsters, and its old world associa-
tions, and to refurbish the remainder with an American spirit and subject mat-
ter, exciting incident, and fresh characters. The immense popularity of both
his first “new” fairy tale, The Wonderful Wizard of Oz (1900), and his sub-
sequent thirteen other Gz books convincingly testifies to the success of Baum'’s
endeavors.

What with direct imitation of the Alice books proving unsuccessful, it did not
take long for writers to suspect that perhaps more fruitful would be emulating
Carroll’s technique of adapting some of the more distinctive elements of the
fairy tale—e.g., the presence of magic, talking animals, or the transformation of
the inanimate into the animate—to other genres. In a way, as has been observed,
this is what George MacDonald did in weaving realistic elements into his long
fairy tales. However, it was Edith Nesbit, destined to become a major figure not
only in juvenile fantasy but in children’s literature as a whole, who perceived
more clearly than any other author of the time, the possible advantages of
assimilating fairy tale elements into other genres, in particular, the family story.
Already expert in writing the former, Nesbit skillfully blended fairy tale ele-
ments and the family story, creating, in the process, what has come to be called
mixed fantasy, the most prevalent kind of juvenile fantasy today. Nesbit’s most
characteristic and best novels—Five Children and It (1902), The Story of the
Amulet (1906), and The Phoenix and the Carpet (1904)—aptly demonstrate that
an understanding of children and their interests, along with an inventive imagina-
tion and a meticulous concern for internal consistency and furnishing explana-
tions, can produce highly entertaining fantasy that never patronizes but invariably
challenges and stimulates.

A good number of contemporary writers of mixed fantasy are indebted to
Nesbit’s fantasies in one way or another. Edward Eager, for example, is an
avowed admirer, and his best novels, Half Magic (1954) and Knight’s Castle
(1956), are variations, but with enough originality and distinctive humor, of
Nesbitean devices and situations, especially the use of a magic talisman. In The
Diagmond in the Window (1962) and its two sequels, Jane Langton adapts for an
American setting Nesbit’s display of intelligence, respect for her readers, and a
concern for providing a plausible and convincing swing back and forth between
fantasy and reality. The children of such otherwise disparate fantasies as Alan
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Garner’s Elidor (1967), Penelope Farmer’s The Summer Birds (1962), and Jean
Louise Curry’s Beneath the Hill (1967) owe a bit to the resourceful surname-
less children Nesbit created for her fantasy novels. Finally, Nesbit’s innovation
of permitting her characters to move into different time dimensions without
having to fall asleep or dream made possible the great variety of time travel and
time displacement narratives of recent years: to cite just some of the more out-
standing examples, Philippa Pearce’s Tom’s Midnight Garden (1959), Julia
Sauer’s Fog Magic (1943), Eleanor Cameron’s The Court of the Stone Children
(1973), William Mayne’s Earthfasts (1966), and Lucy Boston’s several 