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"Eveiything is unlikely — the stars, the 

fingernails. Likely and unlikely are the 

same word." 

Bricin A]diss as quoted in Alan Brien, "Adau 
Beyond the Stars," Spectator, 201 (September, 1958). 
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FOREWORD 

This thesis is intended as an inquiry into the 

literary phenomenon known in this century as "Science 

Fiction." I have chosen to bep:in my study with Jules 

Verne and H. G. Wells because it is with their novels 

and sho2?t stories that this particular "breed of fiction 

became recognized and won increasing popularity as a 

ser>arate development of fantasy. However, some of the 

earlier although isolated occurrences of scientific 

fiction deserve mention here. 

Perhaps the earliest of these influences is 

Plato from v/hose Timaeus and Critias (e. 370 B.C.) stem 

all the lost-continent and last-man narratives in fiction 

and on whose reference hinges the entire legend of 

Atlantis. Space fli^t, as foreshadowed by the mythical 

tales of Helios and Semele as well as Daedalus and 

Icarus, is believed to have been the subject of a lost 

manuscript, Of the Wonderful Things Beyond Thule by one 

of Plato's contemporaries, Antonius Diogenes. More 

definite are the interplanetary voyages by Lucian of 

oamosata, learo-I.̂ enippus and Vera Historia which are 

dated circa 165 A.D. These two books led to a great 
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number of l\inar flights in literature such as Ariosto*s 

Orlando Furioso (1516) and Johann Kepler's Somnium 

(1608?). Although Kepler's Latin lunar story begins 

with a supernatural flight, transportation provided by 

demons, the latter part of the narrative echoes the 

beliefs of his fellow astronomer Galileo as to the 

nature of the moon and its su2?face appearance. This 

mixing of fantasy and scientific theory marks an impor

tant precedent and the posthumous date of the publication 

o^ Somnium, 1634, coincides v/ith an accelerated interest 

in moon fiction. It v/as also in 1634 that Francis Hickes' 

English translation of Lucian's voyages first appeared and 

in 1638 Bishop Frances Godwin published The Man in the 

Mo one: or a. Discourse of a Voyage Thither, the first lunar 

flight in English literature. Bishop John Wilkins follow

ed in that same year with his A Discovery of a New World 

in which he argued that the moon may be inhabited and 

listed the difficulties involved in traveling there. 

Bishop Wilkins' book proved of such interest that it 

v;ent through four editions by 1684. In 1656 the Jesuit 

scientist, Athanasius Kircher, wrote Itinerarium 

Exstaticum. a tale similar to that of Kepler in that it 

v/as a vehicle for a defense of Tycho Brahe's astronomy 

as opposed to the accepted system of Copernicus. 

The lunar and solar adventures of Cyrano de 

Berr:erac, Historie pomigue des Estats et Empires de 1^ 



Lune (1657) and the unfinished Les Oeuvres de Monsieur 

de Cyrano Bergerac (1662) set precedents for the satir

ical use of the scientific narrative. Two of the more 

skillful and influential of these satires which v;ere 

particularly popular durir.g the eighteenth century v/ere 

Daniel Defoe's The Consolidator, or rJemoirs of Sundry 

Transactions Prom the World in the Moon (1705) and 

Jonathan Swift's Gulliver's Travels (1726). The flying 

island of Laputa, suspended and powered by a magnet, is 

actually the first mention af an artificial satellite, 

a device usually accredited to Edward Everett Hale who 

wrote of a man-made moon inhabited by thirty-seven people 

in The Brick Moon (1870). Another of the recognized 

writers to put science fiction themes to satirical use 

v/as Voltaire whose Micromegas (1747) was interstellar in 

scope rather than an "ordinary" odyssey confined to our 

solar system. His story may also be thought of as the 

first of a long list of invasions or visitors from outer 

space. 

Other themes such as tir̂ e travel, coexistent 

worlds of different dimensions, inner-earth adventures, 

robots, extrasensory perception, etc. are slightly more 

recent, but all follow patterns established in these 

early scientific voyages extraordinaires. Jules Verne 

was the first to specialize in this sort of fiction r̂aa 

there followed a ] arge school of v.T?iter:̂  who temporarily 
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left the mainstream of literatiu?e to write SCIENCE 

fiction. Within the past thirty years the emphasis has 

reversed to become science FICTION once again and its 

creators and avid readers argue for its acceptance as 

a legitimate and serious genre. 

It is my purpose to trace the modern develop

ment of science fiction and to reach some conclusions 

about the literary nature and significance of the 

resulting literature. 

A note of ê riilanation is necessar:̂ ^ concerning 

my use of the word "science." As it is necessarily used 

repeatedly throughout this study, my working definition 

must be stated to avoid any possible misreading. Rather 

than accepting the original and broad meaning of the 

word, i. e.,"knowledge as distinguished from ignorance," 

I have limited my usage to "systematized knowledge arrived 

at by hypothesis and experimentation" (Webster's New V/orld 

Dictionary). I realize that most people with technical 

training would reject m;/ restrictions, but as a student 

of a decidedly non-scientific field — the study of 

literature — I feel no responsibility to alter my conclu

sions. My task is to evaluate the literary quality and 

influence — not to evaluate the science in its broad 

or lir.ited cense. 

I nhou] d also state that this thesis ia adr;.ittcdl,y 

limited in scoî e. There are two roacons: 1) I caz corjiir.ed 
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to the normal length and time allotted for a Master's 

thesis, and 2) I am limited to those specific works 

which I have read and have decided to include in this 

brief survey. This is why my title reads "An Inquiry 

Into . . . " rather than "A Study of . . . ." I realize 

that my conclusions are colored by the material which 

I have read over a number of 7/ears and I further admit 

that these readings represent only a fragment of a 

large body of virtually unexplored literature. 

Vlll 
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PART I 

POIERUNNERS 

Jules Verne, 1828-1905 

If, as most critics insist, the literature called 

"science fiction" is to have had a "father," then Jules 

Verne is the most deserving candidate for the parentage 

as he was the first v/riter to concentrate on that kind of 

writing now identified as science fiction. Quite dis

tinct from pure fantasy, Gothic horror, political Utopia, 

and the imaginative tro.vel tale, Verne consciously and 

consistently developed a new approach to literature. 

This innovation was to later evolve into a specialized 

and popular genre. While numerous writers, admittedly 

many of greater literary stature, had utilized virtually 

every major idea that was to appear in Verne's v/ritings, 

the nineteenth century author modified and developed as 

v/ell as specialized in these stories of the unusual and 

unfamiliar. Verne's major contribution to the older 

idea:; laa in the emphasis which he placed upon scientific 

o;r-lanation. "Fantastic fiction" became "acience fiction" 

in that Verne attempted to ex]:)lain and Justify eyery 
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depart\ire from the familiar and known on a consistently 

logical basis. His predecessors had expected the reader 

to accept on faith basic plot essentials and mechanics. 

They then v/ent on to promote their purposes which were 

often social or political criticisms in the form of 

satire. Persuasion and reformation was the usual purpose 

and few writers attempted entertaining narratives laced 

v/ith believable science as did Verne. In his early 

voyages extraordinaires Jules Verne was directly concern

ed with the entertainment of the reader. The author's 

carefully detailed adherence to or extrapolation of known 

scientific principles was persuasive only in that the 

reader was asked to suspend disbelief and accept the 

story as credible. 

Jules Verne's works are closely akin to an 

eighteenth century literary tradition — that of the 

Crusoe Romance. Contributing heavily to Rousseau's cult 

of the Natural Man and the Noble Savage, romances like 

Defoe's Robinson Crusoe (1719-20) and Wyss's Swiss Family 

Robinson (1812-27) offered nearly all the requirements of 

a Rousseau Utopia. Most important was the emphasis 

placed upon solitude, the sea, and an island v/here life 

is reduced to its bare essentials. In novels like Les 

enfantes des Capitaine Grant (1868), L'lle mystorieuse 

(1875), L'ecole des Robinsons (1882), Deux ans de 

vacances (1888), and Seconde patrie (1900) Verne described 



many such a South Sea island inhabited by primitive 

peoples. There struggle with nature and dependency 

upon the soil and the sea offered escape for the 

individualist. Such settings also provided Verne with 

contrast for his presentation of advanced technology. 

The deliberate absence of the complications of formal 

society resulted in the reduction of society to a unit 

of one and the absence of a sex motif, notable charac

teristics of the scientific romances of Verne and many 

of his immediate predecessors. 



The Influence of Edgar Allan Poe 

Combining the Crusoe tradition and the pictur

esque mystery of the Gothic novel, Verne added an element 

peculiar to the nineteenth and twentieth centuries — the 

worship of the machine. Verne was fascinated by the 

changes which science was bringing to the orderly and 

logical development of man's thinking and it quite natu

rally followed that he should be stimulated by: 

. . . that strangely gifted genius, Edgar Allan 
Poe, whose influence on Verne v/as profound. Poe 
was perhaps the first to construct an adventure 
story round a plausible invention or discovery, 
and to use an imaginative story of the future as 
satire on contemporary life.^ 

In 1864 Verne published "Edgar Poe et ses 

OEuvres" in Musee des Failles; a serious essay in v/hich 

he gave high praise to Poe and his translator, Baudelaire. 

Although impressed by Poe's inclusion of scientific 

material in fiction, Verne ended his article regretting 

that: 

Poe had transgressed the most elementary mechan
ical and physical laws, whereas by avoiding certain 
errors, he could have made these fascinating 
flights of imagination plausible. The fact that he 

• voiced such criticisms was proof that he himself 
would always check his most daring speculation 
against the findings of science.2 

I. 0. EVans, Jules Verne: Master of î cieneo 
Fiction (London: Sidgwick and Jackson, 195677 xv. 

Marguerite Allotto de la Puye, Jules Verrc: 
His Life, His Work, translated by Erik de i.'.auny (Tjondon: 
otnpTii"Rress,"T954), p. 90. 



In speaking of The Narrative of Arthur Gordon I ^ of 

Nantucket (1837), Verne complained that Poe had been 

content with sheer fantasy and had not attempted an 

explanation of the physical phenomena involved. He 

also noted that Poe had left the conclusion in suspense 

and asked, "The story of Pym's adventures breaks off in 

mid air. V/ho will take it up again? Someone bolder 

and more daring than I, who does not fear to launch 

himself into a sphere of the impossible."^ Thirty-three 

years later in 1897 Verne accepted his own challenge 

with the publication of Les sphinx des glaces, a sequel 

which: 

. . . continued the fantasy, but rounded it out 
with a definite attempt at scientific interpre
tation. The questions that Poe left unanswered 
in his Adventures of Arthur Gordon Fym, Verne 
solved for his rea'3er's7 Poe's supernatural 
mysteries Verne made explainable realities in 
his Sphinx of the Icefields.^ 

Verne offered natural explanations for the mysterious 

occurrences which Poe described, e.g. the great v/hite 

figure in the mist was revealed by Verne to be a 

sphinx-shaped mountain of iron which had been magnetized 

by auroral discharges thus giving off irresistible 

^Jules Verne, "Edgar Poe it ses OEuvres," as 
quoted in Allotte de la Fuye, P. 89. 

George H. Waltz, Jr., Jules Verne: The F̂ iog-
•̂'̂ phy of an Imagination (New York: Henry KoTt ana 
Company, 1943), p. 178. 



attractive forces. 

althou^ not always as direct, the influence 

of Poe is evident throughout the bulk of Verne's 

writing. One of his earliest stories. Master Zachrrius 

(1852), conveys the macabre atmosphere of Poe and the 

scientific story Cinq semaines en ballon (1863) v/as 

modeled after Poe's Balloon Hoax of 1843. From Poe he 

also acquired an interest in cryptograms as exemplified 

in Voyage au centre de la terre (1864), I^ jangada 

(1881), and Mathias Sandorf (1885). In Mathias Sandorf 

Verne also employed episodes of hypnotism as suggested 

in the earlier The Facts in the Case of M. Valdcnar 

(1845). Le testament d'un exeentrique (1899) contains 

elements of catalepsy mistaken for death as found in 

Poe's The Fall of the House of Usher (1839). For the 

idea of losing a day in the transit of the earth as 

used in the conclusion of Le tour du monde en quatre-

vingt jours (1873), Verne was indebted to one of Poe's 

minor efforts. Three Sundays in_a Week (1841) while 

Vin^ mille lieues sous les mers (1870) contains borrow

ings from both A Descent Into the Maelstrom (1841) and 

M.S. Found in a Bottle (1833). 

The companion adventures De la terre _a _la lune 

(1865) and Autour de 1^ lune (1870) were directly in

fluenced by Hans Pfaal — A Tale (1835) and written 

in a manner which, as Poe said of his ovm story, is 



"half plausible, half bantering." Ardan and the 

members of the Gun Club are often cardboard carica

tures and their actions farcical, but the details of 

the projectile-ship and the journey through space 

are intentionally realistic. In its verisimilitude 

the moon saga is an important example of the cosmic 

voyage for it is the first major representative of 

its kind to completely discard old fantasy, piling 

calculation upon calculation and providing an en

cyclopedia of information about the moon and the 

conditions of outer space. Kepler's Somnium (1608?) 

is the only forerunner of this type which even ap

proaches the attempted realism which was to ultimately 

result in the almost documentary technique of Robert 

Heinlein's Destination Moon (1950). 

Although Verne also appeared to be somewhat 

critical of Poe's materialistic way of thinking, it 

was mainly the emphasis which the Frenchman placed 

upon speculative science and credibility which 

separated the two authors. "Science to Verne was the 

essence, while to Poe it was like a fine powdery 

dust to blow into the eyes of the reader or to conceal 

a point. Poe's knowledge of science at best was 

imperfect. Verne's even at its worst was acceptable."^ 

^Waltz, p. 186. 



Herbert George Wells, 1866-1946 

Although many of the same differences may be 

said to exist betv/een Jules Verne and his "English 

counterpart," H.G. V/ells, there are also many similar

ities betv/een the two early scientific romanticists. 

Both achieved their initial success by writing voyages 

extraordinaires and although they eventually strayed 

into other kinds of v/riting, they both returned to 

scientific novels late in life to express disillusion

ment and near despair. 

At the age of twenty-one Wells published the 

first version of The Time Machine as an unfinished 

three-part serial in the Science School Journal ("The 

Chronic Argonauts," April, May, and June, 1888), a 

student magazine which he had helped to found and once 

edited while enrolled at the Royal College of Science. 

In the fourth and hardly recognizable revision (1895), 

3!il£ 51iB§ Machine marks the initial serious enterprise 

of the prolific author and has since become his best 

known and most appreciated work. Although some critics 

have seen evidence of an influence of Poe here also, 

"the resemblance to Poe which struck some of his 

readers went no deeper than the veneer of liOrror that 

overlaid the tale,"^ and in 193^ v;ells recalled that 

^Antonina Vallentin, H. G. Wells: Prophet of 

8 



he originally began the adventure "very much under the 
7 

influence of Hawthorne."'̂  It should be noted, however, 

that while Hav/thorne employed the science-fantasy themes 

for artistic purposes, V/ells' usage was usually propa-

gandistic. Although Wells is often designated as a 

"prophet," he was not predicting future actualities, e.g. 

time travel, invisibility, or the macabre mutations 

found in The Island pf Dr. Moreau. V/ells' scientific 

inventions and advances are merely devices for the 

presentation of conflicts with environment — either 

natural or social. There is very little, if any, "impact 

of scientific advance upon human beings." For example, 

i^ ̂ ^Q Time Machine the Eloi and Morlocks are not the 

result of advancing technology, but are exaggerated 

extensions of the social strata which V/ells observed and 

deplored in his own surroundings. Here the extrapolation 

is social rather than scientific. Science is only one of 

the many minor factors which separate the "Capitalist" 

from the "Labourer," not the separator. V/hether the 

Morlocks evolve from coal miners or nuclear physicists 

is not important as Wells deals with the effects of man 

on man, not machines on man. 

Our Day, translated by Daphne Woodward (New York: John 
i)ay TTompany, 1950), p. 107. 

^E. G. Wells, Experiment in Autobiography (New 
York: Macmillan Company, 1934), p. "2^. 
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v/ells admitted the unlikelihood and, in most 

cases, the impossibility of such technological develop

ments as he employed in his fiction and denied any 

semblance between his role as a v/riter and that of Jules 

Verne, who found Wells' stories "scientifically unsound." 

In discussing his scientific romances. Wells pointed 

out the differences in literary technique and purpose 

between himself and Verne: 

As a matter of fact there is no literary resen-
blanee whatever betv/een the anticipatory inven
tions of the great Frenchman and these fantasies. 
His v/ork dealt almost alv/ays v/ith actual possi
bilities of invention and discovery, and he made 
some remarkable forecasts. The interest he 
invoked was a practical one; he wrote and 
believed and told that this or that thing could 
be done, which was not at that time done. He 
helped his reader to imagine it done and to 
realize what fun, excitement or mischief would 
ensue. Most of his inventions have 'come true'. 
But these stories of mine collected here do not 
pretend to deal with possible things; they are 
exercises of the imagination in a quite different 
field. They belong to a class of writing which 
includes the Golden Ass of Anuleius, the True 
Histories of Lucian, Peter Schlemil, and the 
story of FranIcensteinT8 

Much earlier Verne also denied being in compe

tition with Wells. During an interview in 1903 he 

complained bitterly: 

I malce use of physics. He (jlells} fabricates. 
I go to the moon in a cannon-ball discharged from 

^Preface to a collection of 1933 as quoted in 
Bernard Bergonzi, The Early H. G. Wells (Toronto: 
University of ToronFo Press,"T9'^), PP. 17-18. 
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a gun. There is no fabrication here. He goes 
to Mars {̂ sic — apparently the reference is to 
The First Men in the Moonl in an airship, which 
he constructs "oT a metal -chat does av/ay v/ith 
the law of gravitation. Ca c'est tres joli, 
but show me this metal. Let him produce it.9 

However, the differences were more than just a matter of 

scientific accuracy and probability for Verne's "cannon-

ball" space ship seems just as unlikely today as Wells' 

"Cavorite." Both writers capitalized on the scientific 

interest engendered in their time and they: 

. . . made the most of this romantic mood. The 
Frenchman v/as the more 'practical' in the sense 
that he took the railv/ays, steamships, helicopters, 
airplanes, electric lights, and other inventions 
. . . and made them the basis of thrillers. The 
Englishman was more imaginative. Both v/ere descen-
dents of Poe. . . . Verne wrote thrillers mechan
ically to the end of his life. Wells dropped them 
because he had a social mission to perform.10 

It has been suggested that "the contrast between Verne 

and V/ells is similar to that v/hich Maeaulay draws betv/een 

Dante and Milton: 'we can compare the exact details of 

the one with dim intimations of the other,'"H but it 

must be said that while Verne was for the most part 

concerned with invention, travel, and adventure; "as the 

^"Jule Verne Revisited," T.P.'s Weekly (October 
9, 1903), p. 589. Similar comments v/ere also recorded 
by Gordon Jones, "Jules Verne at Home," Temple Bar 
(June, 1904),. pp. 664-71. 

•^Saldemnr Kaempffert, "Evangelist of Utopia," 
aturday Review, 29 (August 3I, 19^), P. 8. 3̂  

l̂ E vans, 3DCV. 
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evangalist of Utopia and the apostle of social change 

brought about by science, V/ells preached the application 

of the scientific method to government."-*-̂  (This attitude 

of V/ells should be remembered later in the discussion of 

"nonconformist mythological fxinctions" of recent science 

fiction.) 

•^^Kaempffert, p. 8. 



DEVELOH/IENT 

Hugo Gernsback 

The evolution and gradual maturation of the 

literary genre known as "modern science fiction" is a 

long and extremely convoluted history, but there is no 

question as to the identity of the person responsible 

for the naming and successful promotion of a categoiy of 

literatiire which had gone unclassified until late in the 

1920's. Hugo Gernsback, born in Luî cembourg and schooled 

in Germanŝ , came to the United States in 1904 to market 

an unpatented dry cell battery.1^ Although the nineteen-

year-old inventor impressed American manufacturers, they 

found Gernsback's improved battery unsuited for mass-

production. Undaunted, he metamorphosed in rapid 

succession from scientist-inventor to technician, import

er, mail-order retailer, and finally editor and publisher. 

He has since been av/arded recognition for a nuiaber of 

^The biographical data and opinions used in this 
study concerning Hugo Gernsback represent a synthesic of 
material appearing in both legitimate publications and 
collected "fanzines"(amateur, non-profit magazines usually 
mimeographed). The best discussions to date vj?e "Hugo 
Gernsbacl:: 'Pacher of Science Fiction,'" and "How ocience 
Fiction Got Its Name" in Sam Moskov/itz, E::T̂ lorerr of the 
Infinite (Cleveland: V/orld Publishing GOI..KXIX/, iv^o), 
pp. 224-42, 313-33. Both articles appeared originally in 
professional science fiction magazines. 

13 
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innovations and "firsts" in the field of radio-electron

ics, but it is the final publishing facet which most 

affected the subsequent literary developments discussed 

here. 

The radio parts catalogue (first of its kind) 

which Gernsback began in I905 introduced him to the 

printing business and made him conscious of a rapidly 

growing but as yet unrecognized market and audience. 

Modern Electrics, the initial publication of its kind, 

was introduced by Gernsback in I9O8 as a monthly popular 

science magazine directed at students, experimenters, 

and amateur radio operators. The periodical was retitled 

Electrical Experimenter in I913 and Science and Invention 

in 1920. This magazine gradually came to serve as a 

testing ground for Gernsback's literary inventiveness as 

well as a factual newsletter. The inclusion of fiction 

in the magazine began in April, I9II, when Gernsback 

himself wrote the first installment of a twelve-part 

serialization entitled Ralph 124C41+.^^ Rrobably begun 

simply as "filler," this "Romance of the Year 2660" 

outshines Jules Verne's works as a prophetic testimony 

of technological advancements which have come to pass 

long before the suggested date. It also seems rather 

obvious that Gernsback was deliberately trying to 

14 
Published in hard covers, Boston: The Stratford 

Company, 1925; and New York: Frederick Fell, Inc., 1950. 
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imitate Verne's method of extrapolating knov/n scientific 

achievements. The only difference, besides literary 

quality, is the degree of extrapolation Gernsback 

presented. Ralph 124C41+ is more "science" than "fiction." 

Although certainly not a great artistic achievement, 

the serialized story set stylistic standards which are 

echoed throughout the succeeding literature which has 

since been accorded the label "science fiction." 

Possibly the most important influence of 

Gernsback's novel was his characterization of a scientist 

as a hero. Super-scientist Ralph ("one to foresee for 

one" — the plus sign representing membership in a 

scientific Order of Merit) is more than just a simple, 

heroic central character; he is the v/isest and bravest 

of the ten "plus" men of his age. This character 

represents Gernsback's deification of science for Ralph 

is more than a great scientist — he is a leader of men. 

The "evil scientist" of radio, television and comic 

books is rarely present in true science fiction for the 

usual purpose of writers like Gernsback has been to 

encourage scientific speculation as a necessary and 

"good" element in both fiction and life. 

Gernsback managed to retain some semblance of 

plot throughout the twelve installments by including a 

trans-galactic love story betv/een Ralph and a c^ivl/ 

scientist with a Martian space pirate vying for her 
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affections. But his obvious purpose (besides filling 

blank pages in the magazine) was scientific speculation. 

Almost as amazing as Ralph's adventures is Gernsback's 

skill as a prognosticator. Despite the fact that the 

serial was an unplanned and rather sloppily executed 

affair written month by month with no development in 

mind, Ralph 124C41+ has no equal as being "the greatest 

single v/ork of prophecy ever written as fiction or 

fact."-̂ ^ A complete list of Gernsback's predictions is 

not necessar:/, but to name just a few: radar (v/ith 

illustrations explaining hov/ it would and does work), 

color television (another term coined by Gernsback), 

tape recoixiers, synthetic fabrics, fluorescent lighting, 

plastics, chemical farming, microfilming, automation, 

fiberglass, and sleep-teaching — all of wliich v/ere 

"science fiction" in 1911. Gernsback exaggerated Verne's 

method of justifying story v/ith science and deliberately 

extrapolated for a very specific audience. "The techni

cians reading Modern Electrics in 1911 did not worry about 

style; they merely realized with delight that here v/as 

fiction even more absorbing than the factual articles on 
16 

the latest technological developments." The combi-

••-̂ Moskov/itz, p. 232. 

iVnthony Boucher, "The Publishing of Science 
Fiction," in Modern Science Fiction; Itr> Meaning ajid 
Its Future, ed. Reginald Bretnor (Nev/ York: Cov/ara-
¥c?Iann, Inc., 1953;, P. 30. 
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nation of "I'd like to see them invent" plus adventure 

and romance produced the one future development v/hich 

was not prophesied in Ralph 124C41+ — a nev/ literary 

genre. 

Ralph met with such instantaneous success 

that Gernsback adopted the policy of including two such 

fictional features in each issue of the Experimenter and 

began encouraging writer friends to submit similar 

stories. B7/ August, 1923, sufficient material had been 

submitted and public reaction had proved so favourable 

that Gernsback felt safe in publishing a special issue 

0^ Science and Invention bearing the inscription 

"SCIENTIFIC FICTION NTMBER" on the cover in 110 point 

type. 

There had been half-hearted attempts to special

ize in this type of story prior to Gernsback's pioneer 

publication of 1923, but such enterprizes as The Thrill 

Book magazine of 1919 had failed to live up to publish

er's promises. Although the periodical v/hich lasted 

through sixteen issues contained perhaps half a dozen 

stories v/hich might be called "science fiction," editor 

Harold Hershey was hesitant to limit the appeal of his 

magazine to what might be a very select and small group 

of science enthusiasts and so he published a mixture of 

adventure, supernatural, and general fantasy. Hershey, 

who later edited Miracle Science and Fantasy (1931), 
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admitted i n 1953 tha t h i s lack of confidence v/as: 

. . . an error that the brilliant Hugo Gernsback 
was not to comiit v/hen he launched Amazing 
Stories seven years later. Gernsback had the 
courage and vision to set a pattern fro;; the 
very start that v/as to lead to success. 17 

The older Argosy magazine, as well as V/eird Tales v/hich 

began publication in March, 1923, proved occasional mar

kets for fiction of a scientific inclination, but again 

there was no specialization or even guaranteed regular 

appearance of the sort of material chosen by Gernsback. 

^Harold Hershey, "Looking Baclcward Into the 
Future," Golden Atom Magazine (DeceiVoer, 1953, p. 11 • 



Amazing Stories, 1926-36 

The success of the "SCIENTIFIC FICTION LIUi'BER" 

of 1923 led Gernsback to solicit subscriptions the 

follov/ing year for a magazine to be titled Scientifiction 

— an enterprize which did not materialize until April 

5, 1926 when Amazing Stories, published and edited by 

Hugo Gernsback, first appeared on nev/sstands. On the 

cover v/as a scene from Verne's Hector Servadae (Off on a 

Comet) and the novel itself was run as a tv/o-part serial. 

In follov/ing issues Gernsback published, as he promised 

in that first editorial, a large number of writings by 

Poe, V/ells, and particularly Verne. A line drav/ing of 

Verne raising the lid of his tomb v/as to become 

identified v/ith the title page of Amazing Stories — a 

symbolic tribute to the undying influence and popularity 

of the French writer. 

The monthly publication was augmented by Araazing 

Stories Annual that same year and the companion volume 

became quarterly in 1928. Although he lost control of 

his publishing company in 1929, Gernsback rallied within 

a month with Science Wonder Stories wherein the long-
18 

needed term "science fiction" first saw type. The 

•̂ Âlthough the first actual use of the ten:: 
Tiublicly v/as in the editorial of the Pirct iasue of 
I'^'^llPl Wonder Stories, June, 1929, the v/orcio vio-r iised 
lo^eLhcr earlier that same year by Gerra;baCiv in a lorn: 

19 
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emphasis on science continued in the all-fiction 

magazine as Gernsback engaged professors and scientisti 

such as Clyde Fisher (Museum of Natural History) and 

V/illiam J. Iiuyten (Harvard Observatory) to check the 

credibility of contributions. 

By 1930 each publishing house had established 

its own particular term for the type of fiction v/hich 

they chose to publish. Editorials in Weird Tales err.ployed 

"highly imaginative" and "weird-scientific" stories v/hile 

Argosy preferred "pseudo-scientific" and "scientific 

fiction." Others chose "different," "impossible," "super 

science," "fantascience," "invention stories," and 

"scientific romances" for self-descriptive purposes. As 

"scientifiction" had previously been associated v/ith 

Amazing Stories; The Magazine of Scientifiction, 

Gernsback needed an original term to describe his new 

publishing effort — hence, "science fiction." The fact 

that Gernsback's label should have endured while all the 

others v/ere comparatively short-lived is a tribute to 

his advertising abilities; but it should also be noted 

that he soon became the principal as well as guiding 

pulisher in the field v/ith four such magazines (Science 

V/onder Stories, Air V/onder Stories, Science v/onder 

"letter announcing the forthcoming magazine and offering 
a fifty dollar prir.e for the best letter on THIQ subject: 
"l/hat Science Fiction Means to Me." 
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Quarterly, and Scientific Detective Monthlry) and 

several associated publishing experiments such as the 

paper-bound Science Fiction Classics, all of v/liich v/ere 

consistent in the use of the nev/ term. A further and 

quite valid justification for the public acceptance of 

"science fiction" over the others is its appropriateness 

(at that time) and practicality as opposed to the awkward, 

inaccurate and sometimes unpronounceable predecessors. 

In 193^ Gernsback initiated v/ith slight success 

the Science Fiction League in imitation of his earlier 

V/ireless Association of America, but 1936 marks the end 

of Gernsback's influence upon the field he engendered and 

nurtured so capably. In 1953 iie returned briefly v/ith an 

experimental effort entitled Science Fiction Plus, but 

the coated stock, five color production proved too 

expensive and lasted only seven issues. 

Use of the Gernsback terminology slov/ly spread 

to other publications and in March, 1939, a magazine 

appeared simply labeled Science Fiction and publisher 

Louis Silberkleit appropriately invited his friend Hugo 

Gernsback to write a guest editorial for the first 

issue. That same year Gernsback's idea of an organized 

science fiction fan club materialized in the form of 

the "V/orld Science Fiction Convention" v/hich convened 

in New York City on July 2, 1939. The Convention has 

since become an annual event (except for four v;ar years) 
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and attendance has grown from two-hundred fans ("fen" in 

the slang of participants) to regularly impressive 

figures ŵ ith true "World" representation. At the 1953 

Convention a series of annual av/;:>rds for the "yecr's best 

was begun. Ouite automatically the space ship-shaped 

trophies were dubbed "Hugos" in honor of Gernsback; a 

name v/hich was made official in 1958. These Conventions 

are particularly popular in England v/here the 1965 event 

is scheduled. In initption of the Â '̂ erican "Oscrrs," 

B.B.C. televises nationally the awarding of the "Hugos." 

In 1943 the term "science fiction" v/as aa^lied to 

the first collection in book form, A PoePat Book of 

Science Fiction, ^ and in 1946 appeared the first hard

cover anthology under .the title The Best of Science 
20 

Fiction. But v/hile the readership had spread for 

beyond the radio technician audience of 1911, the termi

nology v/as slov/ in being recognized by "outsiders." 

Prior to Volume 19, 1953-55 of the Reader's Guide to 

Periodical Literature, all unusual materials v/ere listed 

under the heading, "Pseudo-scientific stories," v/hile the 

International Index to Periodicals had no category at all. 

As late as 1953, American Mercury magazine published an 

•̂ D̂onald A. Wollheim (ed.), A Pocket Book _of 
Science Fiction (Nev/ York: Pocket Books Inc., 1943). 

^^Groff Conlclin (ed.). The Best £f Scier.ce ̂ ict:̂  on 
(New York: Crown Publishers, 1946). 
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article entitled "Scientifiction" in v/hich the term 

21 "science fiction" was never once mentioned. To add 

to the confusion, a number of science fiction v/riters 

rjid editors still use the abbreviation "stf." (ScienTi-

Fiction) v/ithout ever explaining its origin. Hov/ever, 

since the late 1950's the.re has been no notable variation 

in terminolo;-^ except for the occasional hyphenation 

(science-fiction) of this highly praised — strongly 

condemned, but widely read, category of literature. 

'̂ -̂ Alon Devoe, "Scientifiction," Amoaican Meacury, 
17 (August, 1953), pp. 26-29. 



MATURATION 

A Generation of ScientistA/riters 

Hugo Gernsback provided science fiction v/ith 

much more than a name. His ô;vn tastes and interests have 

influenced, or rather, complied v/ith the most significant 

trend in tv/entieth century literature. Biographer Sam 

Moskowitz describes Gernsback's editorial policy in the 

pioneering magazines: "If the story did not avoid an 

explanation of its unusual occurrence, and if that 

explanation was logical in the light of known science, 

he v/ould buy it, if the literary elements made it good 
22 

entertainment." The fact that at first the stories 

chosen by Gernsback v/ere to appear in a magazine directed 

at electronics experimenters is a particularly important 

fact v/hich most commentators have overlooked in their 

attempts at describing and criticizing science fiction. 

To Gernsback and his public the "science" and the 

"fiction" were inseparable determinants and the only 

qualifications demanded. The fantastic roa.ances of such 

writers as Edgar Rice Burroughs and Otis Adelbert Kline , 

which were so popular prior to the Gernsback intrusion, 

Moskowitz, p. 235. 

24 
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were condoned and occasionally published in science 

fiction magazines, but they were no longer encouraged 

and eventually became confined to the pages of Weird 

Tales and adventure magazines which sometimes allowed 

the "fantastic," "different," or "impossible." 

The reasons for the change in trend becomes 

more apparent in considering the total effect of the 

electronic age upon modern civilization (which is 

precisely what science fiction writers have attempted 

to foresee). Following the industrial revolution people 

wanted more science and readers wanted to be a step 

ahead of technological developments. The voyage extraor

dinaire in its previous forms was simply not scientific 

enough for the Gernsback generation. The change in 

popular literary tastes did not occur suddenly in 191I 

v/ith the appearance of Ralph 124C41-I- or in 1926 with the 

publication of Amazing Stories, for the correlation 

between science and literature was developing at the same 

rate as scientific technology itself. Between I837 and 

i960 seventy scientists in the United States alone 

produced novels which qualify as science fiction. 

"Between the years referred to, these practising scien

tists wrote over a hundred novels in which they made 

meaningful use of scientific concepts in order to create 

fiction."^ This urge of men of science to dabble in 

^^John B. Hamilton, "Notes Toward a Definition of 
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literature was foreshadowed by Johann Kepler who 

incorporated his knowledge of the heavens in Somnium. 

.seu Opus posthumum de astronomia lunari (1608?), a 

story of a moon flight which contained precedent-

setting descriptions of lunar landscape based largely 

on his own and Galileo's observations and theories. 

But the primaiy concern of v/riters between 1911 

and 1936 was with "science" not plot, and as further 

proof of the nature of early science fiction one need 

only scan the backgrounds of the writers v/ho developed 

imder Gernsback's tutorage. The following list of authors 

(in alphabetical order with real names v/hen known) is by 

no means complete, but includes many of the most popular 

of the Amazing contributors: Leo Azilard — engineer; 

"Eric Temple Bell" (John Taine)— mathematician; Miles 

J. Breuer — physician; Arthur C. Clarke— astronomer; 

"Lee Correy" — rocket engineer; L. Sprague de Camp — 

three technical degrees; Martin Gardner — mathematician; 

David H. Keller — physician; "Philip Latham" — astro

physicist; "Murray Leinster" (Will Jenkins) — chemist; 

Chad Oliver — anthropologist; E. E. Smith, PhD. — 

chemist and metallurgist; George 0. Smith — electrical 

engineer; A. E. Van Vogt — physicist; Norbert V/einer — 

Science Fiction," Ext rap ql at i on; P.M.L.. A. 's Science-
Fiction Newsletter, 1\A, No. 1 (December, 1962;, p. 3» 
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engineer; and Philip Wylie — physicist.^^ "The four 

greatest pioneers of spaceflight — Tsiolkovsl^, Oberth, 

Goddard and von Braun all wrote science-fiction to 

propagate their ideas (though they did not always get 

it published!)."^^ G. Harry Stine and Willy Ley also 

merit mention as pioneers in rocket experimentation as 

well as being creators of the kind of fiction \mder 

consideration. Some of the more recent scientist/writers 

also deserve listing: Isaac Asimov, Leigh Brackett, 

Edmond Hamilton, Robert Heinlein, Fritz Leiber, Frank 

Belknap Long, Catherine Moore (Mrs. Henry Kuttner), Lev/is 

Padgett (Henry Kuttner), Eric Frank Russell, Clifford 

Simak, Theodore Sturgeon, Robert Moore V/illiams, and 

Jack V/illiamson — all of whom have "scientific back

grounds," i.e., hold degrees in science or engineering, 

or have done technical work, or both. So it should be 

evident that science fiction writers more often have 

formal scientific training than do writers of other 

kinds of fiction. The same sort of evidence is noteworthy 

24 
A list compiled mostly from biographical 

material appearing in magazines and on book jackets. 
Many of the authors mentioned are also cited by Robert 
Heinlein, "Science Fiction: Its Nature, Faults and 
Virtues," The Science Fiction Novel: Imagination and 
Social Criticism, ed. Basil Davenport (Chicago: Advent 
Publishers, 1959), PP. 36-40 and in Groff Conklin, 
"What is Good Science Fiction?" Library Journal, 83 
(April 15, 1958), p. 1257. 

^ A r t h u r C. C la rke , " In Defence of Sc ience -
F i c t i o n , " UNESCO Cour i e r , 15 (November, 1962), p . 15. 

file:///mder
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in considering forerunners of modern science fiction 

such as Johann Kepler (astronomer), Jules Verne (who 

was well acquainted with science and scientists), and 

H. G. Wells, (whose first book was a biology text). 



John W. Campbell, Jr. and "The Golden Age" 

Hugo Gernsback's retirement from science fiction 

in 1936 marks the end of Amazing Stories' role as the 

leading publication in the field, thus allowing a new 

magazine, editor, and entire school of writers to come 

into being. In 1937, Astounding Stories came under the 

editorship of John W. Campbell, Jr., a graduate of the 

M. I. T. school of engineering. Campbell had previously 

published stories a 1^ Gernsback using his real name, 

but at the same time experimented with a type of 

science fiction which was so divergent from the accepted 

popular style that he had found it necessary to adopt 

the pseudonym "Don A. Stuart" in order to avoid confusing 

readers (and editors). He also persisted for years in 

encouraging a false rumor that he had flunked out of 

M. I. T. — a symbolic disregard for science which is 

reflected in the kind of writing which he engendered. 

Astounding Stories, originally titled Asto-unding 

Stories of Super Science in its inception in 1930, was 

retitled Astounding Science Fiction by Campbell in 1938. 

Although one of Campbell's first acts as an editor v/as 

to adopt the Gernsback terminology, all similarities 

there ended between the two editor/writers. V/hile 

Campbell also had an extensive scientific background, 

his main interest as a writer and editor was in the 

29 
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social and psychological effects of advancing tech

nology rather than in the technology itself. He lost 

no time in wielding his power as editor of the most 

popular magazine of its kind to discover, train, and 

convert writers to his way of thinking. Those writers 

who emerged under Campbell's guidance came to refer with 

distaste to the fading Amazing Stories as "Llr. Gernsback's 

l\irid publication." The earlier type of science fiction 

became known as "gadget stories" and "space opera" as 

opposed to the Astounding "philosophical" brand of 

extrapolation. One of Campbell's early converts, Alfred 

Bester, asserts that; 

John V/. Campbell, Jr. was the man who rescued 
science fiction from the emptiness.26 

. . . 

It was not until John Campbell rescued it from 
the abyss of space pirates, mad scientists, their 
lovely daughters wearing just enough to satisfy 
the postal authorities, and alien fiends, that I 
was able to go back to it.28 

Campbell apparently exerted tremendous power as 

an editor for within two months of his becoming editor 

Alfred Bester, "Science Fiction and the Renais
sance Man," The Science Fiction Novel; Imagination and 
Social CriticTsm, ed. Basil Davenport (Chicago:Advent 
Publishers, 1959), P- 104. 

^"^Bester, p. 109. 

^^ester, p. 104. 
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he turned the pages of Astounding Stories over to an 

almost entirely new group of writers. Naturally, all of 

these nev/ "discoveries" concurred with Campbell's literary 

ideas and those few older vn?iters who remained showed a 

marked change in style. The victory of the "new gener

ation" was complete as L. Sprague de Camp, A. E. Van Vogt, 

L. Ron Hubbard, Lester Del Ray, Eric Frank Russell, 

Theodore Sturgeon, Isaac Asimov, and Robert Heinlein 

joined the ranks of Astounding's regular contributors 

within the first year of Campbell's editorship. Followers 

of the new Astounding philosophy have since come to 

minimize Gernsback's "primitive" contributions to the 

genre and sometimes regard John Campbell as "the true 

father of modern science fiction." "John W. Campbell, Jr. 

has done more than any other man to develop modern science 

fiction as a mature literary form. Indeed,, its history 

may quite accurately be said to date from his assumption 

of the editorship of Astounding Science Fiction in 1937"^^ 

There is no doubt that Campbell's Astounding led 

the field from 1937 to c. 1950 (when two pov/erful com

petitors, Galaxy and Fantasy and Science Fiction, appeared), 

but even in 1965 almost all of the popular science fiction 

writers and consist ant "Hugo" winners are from that group 

"Reginald Bretnor (ed.), "Introduction," Modern 
.'"'cience Fiction: Its Moaning and Its Future (Nev/ York: 
Coward-McCann, Inc., 1*95577? • "3T 
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which came under the control of Campbell. In science 

fiction more than in any other branch of literature, 

the magazine editor has completely controlled the 

development of the genre. Science fiction, as fore

shadowed by H. G. Wells and in its modern development, 

has been almost exclusively a magazine short story, 

novella, or serial form. Editors, particularly Hugo 

Gernsback and John Campbell, not only selected material 

for their publications, but often suggested or contracted 

stories to their liking. More often than not, a story 

was accepted for publication only after extensive revision 

in accordance with the editor's suggestions. In both 

cases, editorial policy was strictly adhered to and the 

difference between editors Gernsback and Campbell is best 

seen by quoting the Astounding definition of science 

fiction: "Science fiction's fundamental p\irpose is to 

make accurately loose prophecies of general trends."^ 

There is no mention of science for the implied position 

is secondary. Campbell enforced a dogma of science 

FICTION, or to use a more appropriate term, "speculative 

fiction. "̂ -̂  

^^John W. Campbell, Jr., "Science-Fiction and the 
Oninion of the Universe," Saturday Review, 39 (May 12, 
1956), p. 43. 

-̂̂ A term suggested by Robert Heinlein in "Science 
Fiction: Its Natio?e, Faults, and Virtues," The Science 
Fiction Novel, p. 18. 
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Isaac Asimov, v/ho got his start as a writer in 

the pages of Astounding, does specify technological 

development in his definition: "Science fiction is that 

branch of literature v/hich is concerned with the impact 

of scientific advance upon human beings,"^ but goes 

on in the Campbell tradition to state, "I find intellec

tual satisfaction in the definition because it places the 

emphasis not upon science but upon human beings."^^ Both 

Asimov and Robert Heinlein, tv/o of the most widely read 

of Campbell's school of writers, are well versed in 

scientific backgroxmd as is Campbell himself, but they 

employ science and technological prediction in their 

v/ritings only as a means of explaining and justifying 

the sociological developments which they"present, e.g., 

Heinlein's treatments of religious developments, racial 

situations, and sexual freedoms in the future and Asimov's 

experiments v/ith. robotics and interplanetary politics. 

The "popular" approach thus became a reversal of that 

of Gernsback and his followers who used story only as a 

device for presenting science. The "science fiction" 

^^Isaac Asimov, "Others Worlds to Conquer," 
Writer, 64 (May, 1951)• P. 1^8. 

^^Isaac Asimov, "Social Science Fiction," in 
Modern ocience Fiction; Its Meaning and Its Future, ed. 
t̂ eginald Bretnor (New YorTT" Coward-McCann, Inc., 1953), 
p. 158. 
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developed under the direction of John W. Campbell, Jr. 

is a partial return to the anproach of Jules Verne v;ho 

used -olausible scientific extrapolation only to support 

his stories while his immediate followers went to the 

extrene of forsaking plot for fascination v/ith scientific 

prediction. This is not to say that the vn?iters v/ho 

appear in Astounding: (now Analog Science Fact and Fiction) 

r'.TQ unav/are of scientific principles or careless in their 

extranolation. The science still remains the basic 

ingredient and it is the emphasis not the degree v/hich 

Johji Campbell has influenced. Viev/ed from another vantage 

point (the "insider's"), it might be said that Campbell 

impressed upon his v/riters the differences between 

science (theory) and fiction (story). As an active editor, 

Campbell insisted that both elements be thoroughly devel

oped and compatible. Earlier writers were often content 

to concentrate on their "science" v/ithout regard for human 

story or literary quality. 

Campbell's magazine (retitled Analog in February, 

I960) still leads the field although two strong compet

itors, Galaxy and Fantasy and Science Fiction, have 

developed during the past fifteen years. The readership, 

however, has not been liinited to English-speald.ng peoples 

as the three magazines mentioned above as well as others 

((>oth tr.-nslated reprints and original efforts) :a?e v/idely 

cirnulahed in all languages including Russian. 



PART II MODERN SCIENCE FICTION 

NATURE AND SIGNIFICANCE 

What is Modern Science Fiction? 

The name "science fiction" is not in itself 

appropriate as a definition for the literature it now 

encompasses. Although some of the definers quoted in 

the Appendix would have us think differently, science 

fiction is not always "scientific." When Hugo Gernsback 

coined the term "science fiction"" in 1929 it v/as perfectly 

descriptive of his publication. As discussed in the 

historical section of this thesis, the Gernsback gener

ation of writers was preoccupied with technological 

prediction. They truly produced SCIENCE fiction. Hov/ever, 

both plot possibilities and audience for "gadget" stories 

proved limited and succeeding writers and editors gradu

ally channeled the literature along a logical pattern of 

development. Writers and readers became less interested 

in elaborate descriptions of scientific invention and 

more concerned v/ith the effect an advanced technology 

v/ill have upon civilization. This partial return to 

mainstream literature became appropriately described as 

35 
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"social science fiction." Today many of the v/riters 

concentrate on depicting individuals within such a 

society. The modern science fiction author attempts to 

portray behavior, whether human or non-human, in a 

fabricated situation. 

The movement away from "science" as a central 

element and the gradual emphasis upon human story have 

destroyed the validity of a term meant to be applied 

onlj to simple scientific extrapolation in fictional 

form. The factor of "science" in modern science fiction 

is often minimized to a level comparable to that of any 

other form of literature. For example, writers from 

Lucian to Heinlein have postulated at great length the 

mechanics of space flight. As prediction rapidly nears 

fact, speculation becomes v/earisome and the modern 

science fiction writer is content to simply take extra

terrestrial travel for granted. V/ith a profound belief 

in man's ability to overcome any and all obstacles, 

today's writer does not hesitate to use other planets — 

even the stars — for locale. He is not directly con

cerned with exactly how man v/ill get there, but instead 

v/hat he will do after reaching his objective. Robot 

stories do not include wiring diagrams and detailed 

instructions as to how a mechanical man will be con

st rnoted. V/riters, like Isaac Asimov, are moro concerned 

v/ith the robots' possible behavior and their potential 
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effect upon mankind. The prophetic function is still 

present, but-not always as technological prediction. 

Today's writers of science fiction are often prophets 

of situation and behavior. 

The discrimination once possible between "science 

fiction" and "fantasy" is no longer practical. Such a 

judgement sometimes rests solely on personal opinion. 

Jules Verne called H. G. V/ells "un fantaisiste" because 

in The First Men in the Moon, V/ells "fabricated" a metal 

impervious to the earth's gravitation. But in De la 

terre _§ _la lune Verne has his characters shot to the moon 

in a cannon projectile. Today both stories are considered 

fantasy — and science fiction classics. The literature 

of the possible and the improbable (not antonyms as some 

definers seem to think) have merged and the profit has 

been mutual. As the writers of "science fantasy" aim 

at seriously depicting human behavior and forsal̂ e scien

tific "wishful thinking" their works approach legitimate 

literature. The sub-genres of "gadget stories" and 

"space opera" will continue to exist and dominate the 

popular pulp publications, but as with any other literature 

only a very small percentage of the bulk of work produced 

will merit praise. 

Considering the relatively short time, actually 

only thirty-nine years, that science fiction has received 

concentrated effort, a surprising amount of maturity ia 
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evident. Mainstream writers like C. S. Lewis, George 

Orwell, and Aldous Huxley have been attracted to tempo

rarily enter the genre and many of the recent v/riters 

within the field demonstrate considerable promise. 

One such writer, Ray Bradbury, grew up in awe of (and 

artifetic disagreement with) the scientistAriters and 

in his teens began to v/rite for mimeographed "fanzines." 

Bradbury progressed from amateur magazines, sometimes 

self-edited, to notoriety and praise both witliin and 

outside the field of science fiction. As a writer of 

"imaginative" or "speculative" literature rarely dealing 

with actual science, Bradbury is not alone in his 

dissatisfaction: 

Certainly I have often wished that a new name 
might be applied to this field, since the old 
name has grov/ii shopv/orn in the service of bug-
eyed monsters and half-naked space y/omen. But 
there seems to be no way to avoid that, and 
new writers coming into the field will have to 
carry the burden of the old label until someone 
provides a better one, in this land where 
everything must absolutely have a label.3^ 

There is, however, no indication that such "a more 

appropriate label" will ever be applied to the liter

ature at this late date. The once descriptive name 

persists despite the de-emphasis, and sometimes total 

absence, of science as a dominant element. 

^^a,y Bradbury, "Day After Tomorrov/: Wliy Science 
Fiction?" Nation, 176 (May 2, 1953), P. 366. 
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Although it is no longer possible to identify 

this kind of v/riting by way of its name, there is a 

characteristic factor present in all science fiction. 

The science fiction author, both early and modern, has 

attempted to maintain "a suspension of disbelief" v/hile 

v/riting of things which both he and the reader knov/ are 

imreal. He writes of what might have happened, v/hat 

mig.ht be happening, and what might yet happen as though 

he v/ere recording fact, either scientific or otherwise. 

Sometimes, as in the case of Ray Bradbury, the story is 

so close to reality that it cannot be disproved, but it 

is still in the realm of the imknov/n or at least the 

unrecorded. Others, like Gernsback and Asimov, present 

"scientific" guesses as to what they believe will someday 

prove true. A third set of writers, characterized by 

Robert Heinlein, Huxley, or Orv/ell, uses the scientific 

method to predict future situations which often serve as 

a warning to the present. The original function of 

science fiction v/hich was to present credible science 

has evolved to the presentation of believable situation 

and story. This is partially the result of the scien

tific extrapolation being tal̂ en for granted or left to 

the reader's imagination. The discussion of the unreal 

as though it were real separates the science fiction 

aiithor from the writer of pure fantaay or the fairy tale 

in that the latter has no need to aim at realism. In 



40 

fact, the fantasy v/riter's success depends upon his 

ability to escape reality for believable fantasy is 

no longer fantastic. On the other hand, a author v/ho 

tel ls of an unlmov/n situation made possible by scien

tific development or deterioration as though it v/ere 

real is avoiding fantasy and falls into the category 

of science fiction. 



A Case in Point 

Early scientifictionists exhausted the invasion 

theme long before the exploitation of their literature 

began in motion pictures and on television. One of the 

best and earliest of the invasion stories, H. G. Wells' 

War _of the Worlds (1898), was often imitated by science 

fiction specialists who like to experiment v/ith describing 

the sort of creatures which might evolve in an "unearthly" 

environment, how they would react upon contacting humanity, 

and, almost always, v/hat messianic scientific development 

would be necessary to combat their invacion. This same 

basic plot was reworked countless times and almost all 

attempts were grossly inferior to V/ells' prototype. Espe

cially bad has been the exploitation by the motion 

picture industry. Occasionally the menace described v/as 

"earth born" but little else was changed. Atrocities 

like. It Came From Outer Space, The Invasion of the Body 

Snatchers, The Invasion of the Saucer Men, The Invasion 

from the Red Planet, The Thing, The Blob, The Man from 

Planet X and The Attack of the Giant Crabs were among the 

first of a long series of up-to-date versions of "Jack 

the Giant Killer." Monstrous ants, gigantic cockroaches, 

revitalized dinosaurs, mutated human beings, and the 

claaaic "bug eyed monsters" (BEMs) have populated the 

silver screen since thoir discovery by "imaginative" 

41 
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producers. In almost all cases, such motion picture a 

have been completely lacking in variation of story. A 

few minutes is spent at the beginning of the film 

establishing the origin of the menace to humanity. 

Approximately one hour of violence and destruction follov/s 

as mankind, often in a world-uniting effort, battles 

against hopeless odds. For some reason, despite the 

monsters' dissimilar breedings, they alv/ays seem intent 

upon crushing human civilization; devouring, dissecting, 

or disintegrating all men and children; and carrying off 

all beautiful v/omen for fiendish and perverse purposes. 

Such a story always ends v/ith a miraculous 

scientific discovery, as yet unperfected and often 

untested, being used victoriously against the inhuman 

foe. A pov/erful radioactive isotope or death ray is often 

the v/riter's ansv/er to the seemingly inescapable situation 

he has fabricated. In V/ells' story, the savior is a 

perfectly harmless (to humans) bacteria in the earth's 

atmosphere v/hich systematically devastates the conquering 

aliens. Ironically, when human civilization has been all 

but destroyed, it is the common cold which proves 

superior to both earthly and Martian technology. V/ells' 

novel has a double meaning: it is a suspenseful and 

well constructed tale — the first of its kind — and a 

satire on man's over-dependency on machines — particularly 

mac:'linos of destruction. The motion pictures and magazine 
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stories have been consistently inartistic imitations 

emphasizing violence and the grotesque. Special effects 

departments and magazine cover artists seem to compete 

in creating hideous and, supposedly, frightening 

monsters. Also, Wells' distrust of mechanization is 

displaced by an idealization which approaches deification 

of the scientist and the machine. 

It v/ould seem that the over-used and distorted 

theme of alien invasion has sunken to unredeemable depths, 

but the modern science fiction v/riter may yet save the day 

just as the scientist of the films miraculously changes 

the tide of battle. The April, 1965 Science Fiction 

Book Club selection, The Possessors by John Christopher, 

is just such a fresh breath in an atmosphere of decay. 

Cliristopher has combined two very common plots in his 

novel. The story centers around an invasion of parasitic 

spores which threaten to reduce the human race to mindless 

puppets. Similar plots are numerous in science fiction — 

e.g., Don A. Stuart's (John W. Campbell, Jr.) "V/ho Goes 

There?" (1941), Hal Clement's Needle (1949), and Robert 

Heinlein's The Puppet Masters (1951). Christopher has 

also incorporated a device often used by mystery v/riters 

— the central characters are in an isolated situation 

and their numbers are slov/ly reduced as they fall victim 

one at a time. The material v/hich Ci.-aistoilier haa chosen 

is decidedly unfertile, but he manages to produce a novel 
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of considerable merit. 

Cliristopher's technique is to focus upon each of 

the characters — eleven at first — and to convey to 

the reader each character's reaction to the situation. 

The characterizations expand as the novel progresses for 

the number of "unpossessed" characters is rapidly 

reduced to four. There is no "authorial intrusion" 

for description of the alien entities or "possessed" 

humans as the entire story is related by v/ay of the four 

"perceptive" characters. Unlike the "monster" movies 

and stories. The Possesaora is a realistic novel about 

people. The nature, origin, and motivations of the aliens 

are explained in three pages of prolog and the rest of 

the novel is devoted to the people concerned. 

The Possessors seems to contradict most of the 

definitions compiled in the Appendix. There is no 

science, either primitive or extrapolated in the novel. 

The only character v/ith technical training is a vacation

ing plastic surgeon and his training is of no consequence. 

The story takes place at an avalanche stricken ski resort 

in the Sv/iss Alps. The alien spores are uncovered by the 

snow slides and the "invasion" begins. The only char

acters involved are the marooned guests and the staff 

of the lodge. There is no "impact of scientific advance" 

within the confines of the novel and the ayi.biotes aad 

their hosts are in the end destroyed by fire. The story 
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concludes with the four stranded survivors realizing 

that their "fantastic" story v/ill never be accepted by 

the rest of the v/orld. Of course, they decide to confine 

their story to the tragic fire wMch destroyed their 

companions. 

Just as amazing as their adventure is the fact 

that such a trite story can be made legitimate literature 

by a simple shifting of emphasis. John Christopher has 

done v/ith the written v/ord v/hat Orson V/ells did in 1938 

via the radio. By skillfully depicting "real people" 

and ignoring the scientific and alien factors, Cliristopher 

has v/ritten a fascinating and throughly believable novel. 



The Didactic Function 

Not only has science fiction produced a large 

"cult" of readers, but it has gained status as a genre 

to the extent that its meaning and prospects are dis

cussed in learned journals, monographs,-^^ and symposia.-^^ 

Both "insiders" ajid "outsiders" have concerned them

selves v/ith attempting to show v/hat has cauaed the 

popularity of science fiction, what effects it v/ill have 

on its readers, and v/hat significance it has for our 

culture in general. This significance moy be analyzed 

in terms of three areas: (1) the motives or intentions 

of the authors, (2) the presumed effects upon the readers, 

and (3) the overall impact upon society. Further, the 

functions of science fiction as a mature literary form 

may be labelled as didactic, prophetic, or mythological. 

The first, or didactic, function has the purpose 

and/or effect of imparting scientific data or theories. 

This, the original, function is most apparent in the 

early policies of Hugo Gernsback as both an author and 

editor. Readers are thus able to gain information in a 

35 
Fiction 

^^E.g. , Basil Davenport, Inquiry Into Scioace 
(New York: Longman, Green, and Company, 1*553). 

^^"\g., ^?oginald Bretnor (ed.), ''ode-.-n Scieaco 
"^Actiop : Its !''eaning and Its PuLuru (I:ew ̂.LL:aA : 0c;,.aî d-
McCcim, 1953). 
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rather painless manner through the fictional medium and 

are subsequently motivated to emulate the scientific 

heroes and to partake of the scientific ethos. Many 

advocates of this "religious approach to scientific 

conversion" entertain the belief that this v/ill aid 

democratic societies in the necessary recruitment of 

future scientists and help meet the competition of the 

Soviet Union. Isaac Asimov, the v/riter/seientist, is 

of the opinion that in science fiction "science and 

intelligence are . . . represented s;}Tiipathetically. 

Scientific research is presented, almost invariably, as 

an exciting and thrilling process, its usual ends are both 

good in themselves and good for mankind; its hero []siĉ  

are intelligent people to be admired and respected. "'̂'̂  

Akccording to another observer, science fiction 

emphasizes "rationality, supremacy of the intellect, and 

the formal lav/s of logic and mathematics."-^ However, 

numerous ex;perts will deny these assertions vociferously, 

for, says a fellow-scientist v/riting in ansv/er to Asimov's 

article, "V/riters of science fiction sire in the main 

literary, not technical people. They are strangers to 

the laboratory. In unhappy truth, most are strangers to 

^^Isaac Asimov, "By-Products of Science Fiction," 
Chemical and ' eng inee r ing Iie>vs, 34 (August 13 , 19>^) , 
p . 388"2T 

^*^Don Fabun, "Sc i ence F i c r i o n in. Motion P i c t u r e a, 
r?a dio and Televiaion," in Bretnor, p. 47. 
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the scientific method."-^" It is sometimes pointed out 

that many of the more recent writers of science fiction 

are not only non-scientific, but are sometimes pointedly 

anti-scientific in their method of presentation and 

their general outlook. This is the culmination of a 

gradual distrust of scientific progress v/hich v/as 

evidenced in the late v/orks of both Jules Verne and H. G. 

V/ells. Such critics might agree v/ith John W. Campbell 

that "science fiction is written by technically minded 

people about technically minded people, for the satis

faction of technically minded people," but they would 

question the quality of the intellectual and moral fare 

these technically minded people receive from their 

reading. 

^^Edward Wood, "Letter to the Editor " Cacmg.cal 
and EngineerP'- Mews, y\- (September 1/, -L956;, p. -̂ -v/̂ . 

^Campbell, p. 9-



The Prophetic Function 

If, as Campbell has said, the genre's "fundamen

tal purpose is to make . . . prophecies of general 

trends," it follows that the purpose and desired effect 

of this "extrapolation" of scientific and social trends 

is to "accustom the reader to the idea of inevitable 
42 

change" and of impressing upon society the "necessity 

of directing imd shaping that change rather than opposing 

it blindly or blindly permitting it to overwhelm us."^^ 

In the jargon of the stf. fan, the literature provides a 

"means of practicing out in a no-practice area"^ by 

imaginatively increasing the scope of the humanly possible. 

This does tiot commit the writer to any specific social 

doctrines; he is not saying what ought to be, but what 

could be, and in this sense the prophetic function differs 

from the mythological function to be discussed next. 

However, implicit or explicit assumptions as to the 

scientific ethos are still involved; "experimentation" 

^"^Campbell, p. 43. 

42 
L. Sprague de Camp, "Imaginative Fiction and 

Creative Imagination," in Bretnor, p. 153* 

^Asimov, "Social Science Fiction," Modern 
Science Fiction, p. 196. 

^Campbell, "The Place of Science Fiction," in 
Bretnor, p. 17» 
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with different future possibilities assumes that man 

has rational control over his own fate if not over the 

entire cosmos. Thus science fiction vn?iters may think 

of themselves as "the future legislators of mankind," 

to paraphrase Shelley's view of the poet's role, but 

most of the authors carefully hesitate to propose any 

specific legislation. Instead, writers can "play for 

safety by . . . writing stories that meet the demands 

of childish minds on the one hand, and, on the other, A 

minds that want to keep the public childish."^ Yet, 

if the challenge of the medium is accepted by its prac

titioners, "It can and must show hov/ we can shape our 

destiny. . . . More than any other form of literature 

it can educate people as to what are the social situations 
46 in which they will find themselves." Thus, whether or 

not the "inevitable" changes turn into "progress" depends 

to a great extent upon the author's abilities as both a 

prophet and a persuader. 

^^Gerald Heard, "Science Fiction, Morals and 
Religion," in Bretnor, p. 255. 

^Heard, p. 258. 



The Mythological Function 

The word "mythological" is used here in referring 

to attempts at expressing the meaning of life symboli

cally; to deal with "birth, passion and defeat in death 

which is man's common fate."^*^ As early as 1936, a 

British observer characterized science fiction as "fairy 

tales" and stated, rather inaccurately, that all such 

writings "concern the future of a golden age."^® Treating 

science fiction as if it were an isolated American 

phenomenon he v/ent on to say that: 

V/e ̂ he British]] go to the past for our fairy
tales, America to the future, that is all. The 
Old World knows that once there was a golden 
age. The New World knows that some day there 
will be a golden age, and all her fairy-tales 
concern this future. . . . These amazing 
magazines call themselves 'science fiction.' y,Q 
But they are nothing but America's fairy-tales.^" 

A more recent and less caustic critic contends that 

science fiction is simply a modem means for lending 

respectability to symbolic dream narratives: 

Science fiction amply provided these fairy-tale 
elements, with the wizard disguised in the white 
jacket of a laboratory researcher and the fero-

47 '̂ Susanne K. Langer, Philosophy in a New Key 
(New York: Pelican Books, Inc., 1948;, p. 1457" 

48 
Clemance Dane, "American Fairy Tales." North 

Amf̂ rican Review, 242 (Autumn, 1936), pp. 143-52. 

^^Dane, p. 147 
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cious giants and conniving dv/arfs metamorphosed 
into Martians or into the Morlocks of the eight-
thousandth century. Jack's beanstalk reappeared 
as the space-capsule bearing the first men*to 
the moon; the spell put upon the sleeping beauty 
or upon Rip van Winkle was now supplied by the 
whining gears of the Time Machine.50 

This theoiT seems particularly convincing when one con

siders the Victorian children's books The Water Babies 

by Charles Kingsley (an amateur biologist), and Alice 

in Wonderland by Lewis Carroll (a professional mathe

matician). While the first imaginary voyage is on the 

same theme as Twenty Thousand Leagues Under the Sea; 

the other foreshadows A Journey to the Center of the 

Earth — two of Verne's "science fiction classics." 

The same themes are still used as in Theodore Sturgeon's 

Voyage to the Bottom of the Sea which was adapted for a 

motion picture and a television series. 

A niimber of other v/riters have indicated that 

science provides the content for a "nev/ mythology" which 
SI 

invests the imiverse with meaning for modern man.-̂  

Here the scientist is depicted as the cultural hero of 

both bur time and the future, and science is looked to as 

the vehicle of either doom or salvation as in Gernsback's 

Ralph. 

^Lionel Stevenson, "The Artistic Problem: 
Science Fiction as Romance." Extrapolation; PIViLA's 
Science-Fiction Newsletter (May, 1963)» P. 22. 

^•^S. E. Finer, "A Profile of Science Fiction," 
Sociological Review, 2 (1954), pp. 239-55. 



"Conformist" and "Nonconformist" Writ ers 

As a further division, the mythological function 

of science fiction might be subdivided into "conforming" 

and "nonconforming" categories. By the term "conforming" 

is meant the acceptance by writers of the basic structure 

of their present society and usually, by extension, of 

the universe in general. These and the existing cultural 

values are axiomatic "natural" limits to the conformist 

v;n?iter; the problems he envisages, if any (other than 

normal plot conflicts), must be solved within these 

limits. His political orientation is "conservative" or 

he may be apolitical in his explicit statements. 

On the other hand, the "nonconformist" v/riter 

tends to question existing trends and either implies a 

more desirable state or gives explicit formulation for 

an ideal or at least an improved society. Various 

commentators have noted the critical treatment of spe-

fic social trends and social strata such as big business, 

military elite, sex and religious taboos, and other 

52 "sacred institutions."^ "Science fiction writers can 

get away with a savageiy of criticism under their appar

ent romantic escapist trappings which would nakedly be 

barely tolerated. "'̂-̂  The presumed effects of such 

\ ^^A. N. Marple, "Off the Cuff: Social Satire," 
Writer, 69 (1956), pp 147-48. 

^^Finer, p. 249. 
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criticism may vary from creating indignation and 

resentment to the production of "healthy attitudes 

which may culminate in actual reforms. Heinlein and 

Bradbury (discussed in subsequent chapters) are only 

two of the writers who hopefully make Use of this 

"propagandistic" function. There has developed a 

distinct cult of science fiction writers and readers 

whose "common characteristic is liberal humanism. 

They censure both right and left-wing despotism."^^ 

It is also interesting to note that science 

fiction writers have often championed the cause of civil 

rights in their fabricated societies. Again Bradbury 

and Heinlein are the most obvious choices as typifying 

this kind of "critical Utopia," e. g., the mass Negro 

migration to Mars in Bradbury's The Martian Chronicles 

("Way in the Middle of the Air") and The Illustrated 

Man ("The Other Foot") and the world Negro government 

in Heinlein's Farnham's Freehold. Sometimes Heinlein 

is more subtle in his reformation attitudes, e. g., the 

young Martian girl in Podkayne of Mars who is quite 

quite proud of her Maori blood. 

The attitude of these really scientific stories 
is almost entirely healthy. Most scientists are 
naturally liberal in such matters as racial equal
ity; it is pleasant, and in a way amusing, to see 

^^iner, p. 255. 
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how often they put in a plug for it, by mak:ing 
a President of the United States or some other 
important figure a Negro. This is the sort of 
thing which I feel often does more good than 
arg\iment. ^^ 

Kingsley Amis has noticed that the same tendency 

is apparent in the science fiction clubs and leagues 

which have been fairly consistent in grov̂ rth in the United 

States and particularly Great Britain since Gernsback's 

initial organization in 193^. "Politically, the clubs 

are inclined to be progressive, especially on racial 

questions, and thus reflect a feature of the medium 

itself: many stories allegorise the theme of discrim

ination, some treat it directly."^^ 

This emphasis on racial problems may truly be 

said to take on universal proportions in the works of 

a great number of authors who seem to be preparing the 

human race for the "inevitable" encounter with alien 

life forms — whether superior or primitive, hostile 

or benevolent: 

Anyone who reads this form of literature quickly 
realizes the absurdity of mankind's present 
tribal divisions. Science fiction encourages 
the cosmic viewpoint; perhaps this is why it is 
not popular among those literary pundits who 
have never quite accepted the Copernican revo-

-̂ -̂ Davenport, p. 42. 

^Kingsley Amis, New Maps of Hell; A Survey of 
Science Fiction (New York: HarcourE, Brace and Company, 
I960), pTT^T" 
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lution, nor grown used to the idea that Man 
may not be the highest form of life in the 
universe.-^^ 

However, there are complications in the "non

conformist" function of the literature. In the first 

place, "science fiction is not a likely instrument of 

propaganda because of the widely divergent opinions of 

writers, including 'anti-scientists' such as Ray 

Bradbury or Aldous Huxley."^® Still more troublesome 

is the usual one-sided projection of "evil trends." 

"It is surprising and disturbing that none should have 

attempted to 'project' the trends making for democratic 

control, for colonial emancipation or for individual 

freedom."^^ 

The commentators just quoted were "friendly" 

critics; to the hostile reader the literature represents 

alienation, despair, and anomie. Bernard de Veto, who 

has characterized the whole genre as "besotted nonsense," 

nevertheless takes it seriously enough to castigate it 

as "a sustained demand for the dissolution of mankind 

which is unique in popular literature. It is as if a 

race drifting helplessly to destruction found itself 

^^Clarke, p. 17. 

-^Davenport, p. 44. 

^^Finer, p. 254. 
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able to drift there more tranquilly when assured that 

it was t}iis way on Jupiter ten thousand years from 
60 

now." For the writers, science fiction is said to 

be an attempt to escape from the present, indicating a 

"moody discontent with things as they are." It expresses 

"a wish for a world where the scientist not only supervises 

the production of guns and butter and satellite space 

stations, but also possesses the political power that 

determines their use." The mythology of the genre 

involves a "subtle point-for-point exchange of tradi

tional religious doctrines for 'modern' concepts, where 

the priest is the scientist and technical efficiency takes 
61 the place of faith." "Morals, ethics, philosophy, and 

even religious beliefs are bandied about in many science 

fiction stories with complete disregard of their uses 

and meanings; . . . practically every problem is solved 
62 in mechanic-materialistic terms." 

Philip V/ylie complains that, "Most writers' 

ignorance of human psychology is as abysmal as that of 

philosophy," and "they but create a new and sinister 

^^Bernard Devote, "Doom Beyond Jupiter," Harpers, 
179 (September, 1939), p. -^5. 

•̂̂ Siegfried Mandel and Peter Fingesten, "The 
Myth of Science Fiction,"Saturday Review^of Literature, 
38 (August 27, 1955), P. 7^ 

^^T. P. McDonnell, "The Cult of Science Fiction," 
Catholic World, 178 (October, 1953), P. 15. 
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folklore, in which the latest facts from Massachusetts 

Institute of Technology are super-imposed on a human 

insight hardly more developed than that of Bushmen."^^ 

In reply to these criticisms others cite chapter 

and verse to the effect that writers, far from idealizing 

totalitarian and anti-humanitarian values, actually decry 

them, or the point is made that writers are above the 

ideological battle: they are simply scientists, and 

"their fundamental purpose is to make accurate, loose 

prophecies of general trends. This may make the prophets 

impopular, since many people don't want to be told that 

the future may hold unpleasant things in store."^^ 

So there are obviously contradictory assertions 

about the motives of writers and the putative effect on 

the readers and on society. Some observers generalize 

about the literature as a whole, others distinguish 

between "good" and "bad" representatives and emphases. 

Some statements refer to the manifest content of the 

stories; others to their latent meaning and to the frame 

of mind and psychological processes producing it. Certain 

social forces are thought to be the causes of the state 

of mind producing the choice of characters and plots of 

the stories, and the stories in turn are supposed to 

^^Philip V/ylie, "Science Fiction and Sanity in an 
Age of Crisis," in Bretnor, p. 235. 

^^Campbell, p. 43. 
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influence the attitudes of the readers. Too often the 

claims and counter-claims of the friends and opponents 

of the genre are exaggerated and based on little 

evidence, but the very heat of the arguments and the 

fact that the arguments issue from widely divergent 

ideological sources indicate' that the "mythological" 

functions of science fiction are significant, and that 

the genre is concerned with themes and problems v/hich 

go to the heart of contemporaiy, and perhaps, future 

culture. "Humanity is entering a new dimension, a new 

direction in its evolution. TMs is reflected in the 

current literature, a literature of hope and fear, of 

argument and propaganda, of speculation, prophecy and 

exho2?tation, of escape as well as challenge. . . . It 

'makes faces' at the faceless future, it is ironic, 

contemptuous, satiric, puerile, fantastic, but it is also 

a literature of sober scientific speculation and predic

tion. "^^ 

^^Roderick Seidenberg, "The Sense of the Future," 
Nation, 181 (August 20, 1955), p. 157. 



A LOOK AT SOME OF THE MODERN WRITERS 

Isaac Asimov 

One of the most influential of the modem 

scientist/writers is Isaac Asimov, a chemist who began 

writing science fiction in the 1930's. Russian-born 

Asimov received his Ph.D. in chemistry from Columbia 

University in 1948. He later became an assistant 

professor of biochemistry engaged in cancer research 

at the Boston University School of Medicine, a position 

which he left in 1958 to pursue a career as an author. 

He has over a dozen novels and collections of short 

stories to his credit as well as a number of non-fiction 

textbooks and explanatory treatments of science. In 

addition to occasional appearances in scientific journals, 

Asimov has also written monthly "science fact" essays 

for science fiction magazines. The idea of featuring 

both fact and fiction has become a policy followed by 

all stf. magazines presently published. Asimov's most 

recent publisher is The Magazine of Fantasy and Science 

Fiction and his column in the April, 1965 issue marks 

Asimov's seventy-eighth appearance as science editor for 

that publication. Some of his essays have been reprinted 

in hard cover collections such as: Fact and Fancy (1962), 

60 
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A View From a Height (1963), Adding a Dimension (1964), 

and Of Time and Space and Other Things (1965). 

Although Asimov's full-time devotion to writing 

began only recently, his most important and influential 

fiction was written prior to 1958. A short story 

entitled "Strange Playfellow" launched Asimov in Super 

Science Stories in 1940. This same story was retitled 

"Robbie" and incorporated as Chapter One of I, Robot 

(1950). The following eight chapters of this, Asimov's 

most important work, were originally published in 

Astounding Science Fiction between 1941 and 1950 under 

the tutelage of John W. Campbell, Jr. Not initially a 

disciple of Campbell, Asimov's talents were quickly 

recognized by the editor and more robot stories were 

contracted for regular appearance. The result of 

Campbell's encouragement was 1, Robot, the dedication 

page of which reads, "To John W. Campbell, Jr., who 

godfathered the robots." 

The nine tales of robots included in I, Robot 

are narrated as an interview taking place in 2058 v/ith 

Susan Calvin, seventy-five year old head cyberneticist 

and "robopsychologist" of U. S. Robot and Mechanical 

Men, Inc. The reporter recording the interview goads 

the retiring robot expert into relating experiences 

and problems encountered during her fifty year career 

of perfecting robotic machines. V/ithin this framework 
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are reprinted the short stories which (with the single 

exception of "Robbie") first appeared in Astounding. 

No changes have been made except for the introduction 

and connecting conversation between each tale, but the 

coherence is much deeper than the interview technique 

as each story is perfectly compatible in Asimov's 

depiction of robot behavior. 

All of the happenings in the nine episodes 

center around what Asimov calls The Three Laws of 

Robotics. First stated in "Runaround" (Astounding, March, 

1942 and later Chapter Two of I, Robot) the rules for 

conduct imbedded in each robot mind are: 

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

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

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

(Handbook ̂  Robotics, 56th Edition, 2058 A.D.) 

While Asimov set about prescribing an enforced 

morality for robots, the robots themselves are not his 

invention. The idea of the artificial man is deeply 

rooted in the Jewish legend of the Golem. Golem in 

Hebrew means "embryo" or "incomplete." In Hebrew liter

ature it is said that God created Adam as a Golem. 

Perhaps the God-given Ten Commandments for the "incomplete" 
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creature made in His image suggested to Asimov that 

man should prescribe similar rules of behavior for 

his creations. In Jewish legend Golems are said to 

have been called into being by certain children of 

Israel in time of need or occasionally for evil or 

selfish purposes. To create a Golem a shem (inscrip

tion combining the letters of the names of God) had to 

be placed in the mouth or forehead of a body fabicated 

from clay. The vodun or voodoo zombie represents a 

similar belief although in this case only the life force, 

not the body itself, is artificial. 

In literature, the hypocritic Archimago of 

Spenser's Fairie Queen conjours up synthetic beings to 

tempt the Red Cross Knight. A slightly more scientific 

creation employing the use of electricity as a life-

giving stimulant is the subject of Mary Shelley's 

Frankenstein. Wooden manikins performing the duties 

of human beings are described by Fitz-James O'Brien in 

"The Wondersmith" (Atlantic Monthly, October, 1859) 

while at the turn of the century L. Frank Baum used the 

metal mechanical man in Master Key: An Electrical Fairy 

Tale and his more popular The V/izard of Oz. Typical of 

Ambrose Bierce's Poe-like cynicism is Moxon's Master 

(1893), a prototype story of a destructive man-made 

monster who turns on his creator. The idea of mass-

produced artificial men and the dangers involved were 
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first realized by Karel Capek whose R.U.R. (Possum's 

Universal Robots) dramatized the necessity for safety 

factors such as Asimov supplies to protect humans from 

destruction by their own creations. The term "robot" 

is Capek's invention and is derived from the Czech 

words rob it it i or rob at a, meaning "to work" or "a 

worker." Capek's androids suggested the now familiar 

metal and glass robots as described in Theah von Harbou's 

melodramatic Metropolis (1926) and Franz Harper's Plus 

and Minus (1929). All that these and other authors 

did was expand the basic plot expressed in Moxon's Master 

and Fro-nkcnstein. Instead of a single man's discovery 

ending in tragedy, the eventual destruction of all man

kind dominated stories of artificial life. It remained 

for Asimov to take the robot from the limited plot of 

man-made monster turning on his master by devising a set 

of rules which would make such a situation impossible. 

The numerous plots suggested by Asimov's limita

tions governing robot behavior have tempted most suc

ceeding authors to adopt "The Three Laws" for their own 

stories. Often the borrowing is admitted by a casual 

reference like, "As the twentieth century author Isaac 

Asimov foresaw . . . ," but in almost all robot stories 

since I, Robot, The Three Laws of Robotics are employed 

either word for word or rephrased. Even science fiction 

authors not concerned specifically with robots find it 
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necessary to borrow from Asimov if they attempt to 

describe a future civilization. 

Asimov's contributions to the literature fall 

v/ithin the realm of the prophetic function as discussed 

earlier. He not only perceived technological advajices 

to be made (and considering recent developments in 

cybernetics, robots and computers of such complexity 

and capabilities are not as far away as 2058), but has 

also predicted problems and advised solutions before 

the fact. As the development of computers and auto

matic devices advances a robot psychology such as Asimov 

describes in almost certain to become fact. 

The final chapter of I, Robot, "The Evitable 

Conflict" (Astounding, 1950), is an extension of the old 

slave-turned-monster as affected by Asimov's robo-

psychology. Capek's play R.U.R. ends with the androids 

as Sliming control of the planet and destroying mankind. 

Z» Po'bot also concludes v/ith the robots controlling 

man, but the reason is not the destruction but the 

benefit of the human race. En masse the super robots 

and computers slov/ly assume control of man's destiny 

by directing his immediate movements. Thus all conflict 

and war becomes evitable. Asimov concludes that when 

man has devised machines which are not only physically 

bnt also mentally 'his superior (to a certain extent 

already true as computers can solve in minutes complex 
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mathematical problems which would require years of 

human study), the machines will take the long view 

of the First Law. That is, instead of the individual 

human being's v/e If are, it v/ill be the welfare and 

future of all mankind v/ith which the robots v/ill 

concern themselves. In so doing, the Second Law of 

self-protection will assume an importance equal to the 

protection of humans. Man v/ill have become so dependent 

upon his robo-slaves that their destruction would mean 

the collapse of human civilization. The robots v/ould 

not permit themselves destroyed for their absence v/ill 

contradict not only Rule Two, but also the cardinal 

First Law — "A robot may not injure a human being, or, 

through inaction, allow a human being to come to harm." 

2» Po'bot ends with the central characters of U. S. 

Robots, Inc. realizing their dilemma. The reader is 

left with the disturbing possibility of machines which 

are both contented slaves and unrelenting masters or 

gods — performing all menial duties and supplying all 

physical needs, yet intent upon controlling human 

actions for the good of the future. 

Objections might be raised to the scientific 

reliableness of Asimov's advanced "positronic brain." 

No, the super-robot brain is not yet a reality. If it 

v/ore, Asimov v/ould be writing science fact instead of 

science fiction. He does not give detailed descriptions 
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of the physical nature of the robots because his concern 

is with their psychological nature. It is this differ

ence which separates the scientist/writer from the 

science fiction writer — the early scientifictionist 

from the modern sciencefictionist. Asimov "knows" that 

advanced robotics will someday be a reality, but as a 

writer of fiction he is not directly concerned with the 

"how?" but the "v/hy?" Even more important to Asimov is 

his extrapolated effect the robot will have upon man. 

Like most modern science fiction writers, Asimov takes 

his "gadget" (the positronic brain) for granted and spec

ulates on the social and psychological results. 

Asimov has not yet equaled the success of I, 

Robot and his main failings are common among the science 

fiction writers of his generation. The characters in 

Asimov's novels lack depth as personality depiction is 

placed subservient to plot and description of scien

tific plausibility. Even in I, Robot, the characters 

developed most fully are the machines (robots) while 

the humans involved are shallow necessities for the sake 

of plot. In this respect Asimov and many other modern 

v/riters are the direct literary descendents of Jules 

Verne and Hugo Gernsback for they are willing to 

sacrifice literary quality in order to remain scientif

ically accurate and sustain an atmosphere of credibility. 

Asimov has said that he does not believe in the existence 
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of flying saucers, therefore he does not write stories 

of saucer invasions. V/hen he does v/rite of aliens they 

are usually humanoid and there are no romantic space 

wars for the conquest of planets. Asimov would rather 

consider the scientific possibilities of such a contact. 

He prefers to write of those things which seem to him 

scientifically plausible, e. g., space flight, robots, 

extraterrestrial colonization, life in other solar 

systems, etc. 

Asimov's moat ambitious effort bo date is The 

Foundation TrilOf^ (1951). The three long novels are 

artistic failures but illustrate the seriousness of 

the modern science fiction novel v/riter as compared to 

the early magazine contributors who provided "escape 

literature." In Foundation, Foundation and Empire, and 

Second Foundaition Asimov records the history of an 

intergalactic empire over a span of one thousand years. 

He emphasizes the Machiavelian,, behind the scenes 

political maneuverings which influence this history 

and prompt action rather than describing the action 

itself. He depicts a vast colonized empire v/ith inhab

itable planets populated by human beings rather than 

alien creatures. Asimov also advances an application 

of the scientific method to the study of history. The 

P'̂ a.ult ia "psychohiatory" wliich allov/s liir.ited prediction 

of future events through the study of the past end the 
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laws of probability. In fact, "psychohistory" sounds 

very much like John Campbell's definition of science 

fiction — "to make accurate, loose prophecies of 

general trends." 

The problem is that Asimov attempts too much 

where his forerunners often attempted too little. 

Although each of the three novels is unusually long, 

they are not nearly long enough to contain the characters 

and events of a thousand years of history. The result 

is as v/ould be a small volume of v/orld history expanded 

to encompass many worlds. There is a confusing parade 

of cardboard characters through a pre-planned course of 

events as plotted by the science of "psychohistory." 

The novels contain dozens of ideas and suggestions worthy 

of extension, but there are simply too many characters 

and events crammed within the confines of the works to 

command the reader's attention and applause. Also 

missing is Asimov's wit and kindly humor which charac

terize both his prior fictional and factual efforts. 

In addition to his robot psychology, Asimov deserves 

credit for the inclusion of humor into the all too 

often overly serious genre of science fiction. 



Robert Heinlein 

Often called the "dean of American science 

fiction," Robert Heinlein is the most prolific and 

versatile of the modem writers who specialize in 

science fiction. In reputation, Heinlein is second 

only to Ray Bradbury, who, because of recent v/ritings 

like Dandelion Wine (1957), no longer qualifies oS a 

science fiction specialist. Possibly, the only other 

science fiction writer v/ho approaches being as widely 

read as Heinlein is Arthur C. Clarke, the British astron

omer. A practicing engineer, Heinlein also began 

v/riting under the auspices of John V/. Campbell, Jr. 

Heinlein's first published story ("Life Line") appeared 

in the August, 1939 issue of Astounding. He has since 

produced more than thirty books, most of which are 

novels. Heinlein is a good illustration of the wealth 

of variety possible in the science fiction novel. In 

criticizing the genre of science fiction it should be 

remembered that VTriters have only recently advanced from 

the short story to the novel. Heinlein was one of the 

veiy first to convince publishers that it could be 

profitable to publish a hard-back novel intact rather 

than in a magazine serialization. The low cost of 

paperbacks is another factor which has drawn science 

fiction authors away from the magazines. The novel 

70 
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allows space for greater development and character

ization than is possible in the severly restricted 

magazine novelette or short story. 

Seven of Heinlein's early novels fall into the 

category of the "science fiction juvenile." Rocket Ship 

Galileo, Space Cadet, Red Planet, Farmer in the Slqy, 

Betv/een Planets, The Rolling Stones, and Star Lummox 

were contracted for the Scribner Library. More concerned 

v/ith sustained excitement than scientific accuracy, these 

"stf. juvenilia" typically depict the adventures of two 

boys or teenagers and their scientist uncle. This is 

not to say that all of Heinlein's early v/ritings were 

merely adventure books for young readers as these seven 

novels v/ere purposefully directed at a younger audience. 

Other early Heinlein stories involved not only 

adult situations, but often centered around controversial 

topics. In the February, 19^0 issue of Astounding 

Heinlein introduced the conscious use of religion as a 

a plot theme in science fiction. The short story, "If 

This Goes On. . . ," and the novel which soon followed. 

Sixth Column (1940), were pioneer explorations of the 

religions of the future. Heinlein broke a long-standing 

taboo against discussing religion in science fiction and 

set an example for a series of similar attempts such as 

Gal;her Dâ -kncss by Fritz Leiber, A Canticle For Lcibowitz 

by Walter M. Miller, Jr. and James Blish's A Case £f 
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Conscience to name only a few. Closely following 

Heinlein's innovation, the three novels mixing fantasy, 

science, and religion by C. S. Lewis (Out of the Silent 

Planet, 1943; Perelandra. 1944, and That Hideous 

Strength, 1945) came as no surprise to devotees of 

science fiction. 

A three time Hugo winner, Heinlein seems to 

be awaao that like most stf. v/riters he tends to mini

mize character development and rely too often on stock 

or type characters. In his most recent novels there is 

a conscious effort to overcome this failing hj concen

trating on the personalities of central characters. One 

such novel, Podkayne of Mars (1963), is presented as a 

diary written by a teenage girl raised on Mars, Heinlein 

is quite successful in depicting not only the sort of 

person v/ho is likely to grov/ up on a colonized planet 

and her attitude toward "groundhogs" (eairbhlings), but 

Podkayne also emerges as a distinct and interesting 

person. Even in his^early novels Heinlein rarely resorts 

to any of the over-simplified stf. characters, i. e., 

the heroic genius, evil scientist, fainting heroine, etc. 

As in the v/orks of James Fenimore Cooper, much science 

fiction (a literature dominated by male authors and 

roaders) ignores the female as a personality. This has 

never been true of Heinlein as his stories often depend 

on the successful portrayal of female characters' 
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motivations. Heinlein's characters are sometimes 

slightly eccentric or unusually perceptive, but they 

are never of gigantic or infallible intelligence as 

were the scientist/horoes of the Gernsback generation. 

In fact, the term "hero" is never appropriate for 

Heinlein's characters. Heinlein's second failing, 

v/eak -plot, is often overlooked as the reader becomes 

involved in the distinct and individual personalities 

of the essentially ordinary characters. 

Possibly Heinlein's best novel thus far is 

Stranger In a Str.ange Land (1961). Here Heinlein mixes 

satire, humor, science, religion, sex, and human prej

udice and intolerance to provide a critical look at 

mankind from the viewpoint of an outsider. The story 

revolves around the sole survivor of the first Martian 

expedition, an infant conceived en route to Mars. 

Valentine Michael Smith is raised in the Tarzan tradition 

by the Martians and allowed to be taken to earth years 

later. Heinlein presents a most unusual kind of alien 

as the Martians' intentions are neither benevolent or 

unfriendly. They are merely curious as critics v/hose 

entire existence is devoted to a religion of art appreci

ation. In this case the human race is the work of art 

and the problem is to decide v/hether the v/ork is good 

or bad — to be perpetuated or destroyed. Unlike most 

of Heinlein's characters, Valentine Smith is a most 
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unordinary person in his capabilities (taught him by 

the "Old Ones" of Mors) and his lack of inhibitions. 

Smith progresses from a carnival magician to the founder 

of a sham relirion which condones extreme sexual promis-

quity and homosexuality — a total communism in v/hich 

everything is shared including sex. The religion is a 

symbolic extension of the Martian "sharing of water." 

Since water is the most precious material on the arid 

plajiet, the sharing of it represents complete trust 

and acceptance of a fellow life form, be it male or 

female, human or Martian. The novel ends with the 

Martian messiah martyrizing himself as proof to his 

follov/ers of his doctorines of universal love and the 

"oneness" of life. In allov/ing himself to be killed. 

Smith stabilizes the faith of his follov/ers and convinces 

the Martians of the v/orthwhile though imperfect "art" 

of humanlcind. Heinlein seems to falter tov/ard the final 

chapters in sustaining his message of brotherhood and 

tolerance, but the novel is a daring and considerable 

accomplishment in its scope and handling. 

Unlike Asimov's technique, there is a lack, or 

better, a disregard for scientific accuracy in Heinlein's 

writings. This is through choice and not inability for 

Heinlein can v/hen necessary present accurate extrapolation 

of scientific knowledge. For example, His script for the 

motion picture, Doatination Iloon (one of the very first 
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and few science fiction films v/ithout a monster) is 

being duplicated by today's astronauts even in its 

finest details. Similarly, early "atomic bomb" 

stories by Heinlein prior to the devastation of 

Hiroshima contained detailed descriptions of nucle-.r 

fission and the frightening aftermath. His extrapolation 

of non-classified material so aroused government officials 

connected with the "top secret" Mĉ înl̂-ttoji Project that 

a security leak v/as suspected. Map:azines were confis

cated and Heinlein and the staff of A at ounding became 

the subjects of a government investigation. 

Heinlein often prefers to dabble in such improb

able though not conclusively impossible developments as 

Valentine Smith's mind-over-matter talents or time 

travel. Plot elements like time machines provide 

endless possibilities of plot such as Heinlein presents 

in "— All You Zombies — " (1959). Little new has been 

done v/ith the subject since H. G. V/ells'"initial tale, 

The Time Machine (1895). Tales of going back through 

time to kill one's own grandfather or changing the 

course of history by stepping on a beetle in a prehistoric 

age have also been exhausted. Prompted by the popular 

song "I'm My Own Granpaw," Heinlein proves his inventive

ness by giving nev/ life to a supposedly depleted topic. 

He presents a time traveller v/ho transports an embitteaod 

and lonely man back into time v/here he seduces a young 
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orphan named Jane. The subsequent baby i s then 

abducted by the t r a v e l l e r and deposited i n an orphan

age at an e a r l i e r date while her unwed mother undergoes 

a change of sex operat ion necess i ta ted by 'her Caesarian 

c h i l d b i r t h . At the' end of the t a l e the reader i s 

suprised t o f ind t h a t a l l four characters are ac tua l ly 

the same person. The mother-daughtor-father-time 

t r a v e l l e r goes t o bed v/onder ing: 

The Snake That Eats I t s Qwn Ta i l , Forever 
and Ever . . . I knov/ v/here I came from — 
but v/here did a l l you zombies come from? 

I f e l t a headache coming on, but a head
ache ^powder i s one th ing I do not tal^e. I 
did i t once — and you a l l v/ent av/ay. 

So I crav/led in to bed and whist led out the 
l i g h t . 

You a r e n ' t r e a l l y there at a l l . There 
i s n ' t ' "anbody but me — Jane — here alone in 
the dark. 

66 
I miss you dreadfully! 

There is a consistency to Heinlein's v/ork v/hich 

is not readily perceptible. Heinlein is unusual in that 

he plans beyond the individual novel or story. Preceding 

the three novelettes entitled Revolt in 2100 (1953) iie 

presents a chart for his "History of the Future," On 

this graph v/hich extends from the present century to 

^^Robcrt Heinlein, "— All You Zor-bios —," ̂.H:o 
IVâ âzine of Fajitasy and Science PJCoion, 16 (March, 1^39) 
pT 15". 
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2609 A.D., Heinlein has plotted all of his novels, most 

of his short stories, and a fev/ "stories-to-be-told." 

In addition to events, and characters, Heinlein includes 

comments on future sociological and technological devel

opments which v/ill affect this history. In so doing he 

goes beyond fabricating situa.tion for he has planned a 

four hundred year framework or over-plot. By creating 

a "potential universe," Heinlein allov/s for innumerable 

plot possibilities v/hile still maintaining a totality 

effect. The scope is similar to that which Asimov 

attempts in his Foundation Trilog?/, but there are no 

restrictions in Heinlein's plan as to the number of 

characters or novels. Nor does Heinlein have the problem 

of trying to sustain the same central character over a 

series of novels. 

Heinlein has a habit of underestimating his own 

motives. 

. . . these stories v/ere never meant to be a 
definitive history of the future (concerning 
v/hich I know no more than you do), nor are they 
installments of a long serial (since each is 
intended to be entirely independent of all the 
others). They are just storigs, meant to amuse 
and written to buy groceries. 

Contrary to what he says, in most of his stories there is 

CNew York 
'̂̂ Robert Heinlein, "Postscript " Revolt in 2100 
k: New American library, 1953), P. '̂ '̂'. 
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a perceptible purpose beyond mere entertainment. V/hile 

speculating about the future, Heinlein is often warning 

or advising. One of his major concerns is religion, v/hich 

he feels could displace politics. Heinlein often intro

duces people or whole societies motivated by religious 

hysteria. He presents emotional sects v/hich hold beliefs 

theocratic in the extreme, anti-intellectual, anti-

scientific, and anti-libertarian. 

In Farnham's Freehold, Heinlein develops a poten

tial outcome of present-day racial tension and the resul

tant Black Nationalism, During an East-Vest nuclear v/ar, 

six characters are accidentally and mysteriously trans

ported (the "r^imnick") tv/o thous^md years into the future. 

Hugh Farnham, his family, a young college girl, and a 

Neyro servant find themselves in a true "reverse Utopia," 

Heinlein presents a fabricated situation v/here racial 

elements are completely reversed. After the confusion and 

devastation of a "total" war, v/hite civilization is so 

shaken and depleted that the non-white races are able to 

assume control. The resulting v/orld government is a 

technically advanced, morally decadent caste system of the 

"Itivileged" or "Chosen" (Negroes) and the "servants" or 

"savages" (whites). The "Chosen" represent a blending of 

all non-Caucasian peoples predominately of African origin. 

These people speak "Lanf̂ uage" (a mixture of ilfrican tongues 

marked by exaggerated Formal and Non-formal usages), rein

terpret history and religious books, and believe themselves 
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to be genetically superior to their v/hite servants. The 

v/hites are limited to the "slut," "stud," and "tempered 

[castrated^ servant" classes, A white male is called 

"boy," and the reversal is complete even to a group of 

less fortunate non-v/hites called "po' black trash." This 

future society is an obvious extension of the American 

Black i:'uslim movement. The Muslims are attempting to 

teach their "people" the "Original" language (/irabic) and 

prove their superiority by establishing "One Nation, One 

God, One Religion," Heinlein's Negro Church/State operates 

on the doctrine of "One Tongue, One King, One People, One 

God." Both Muslims and Heinlein's "Chosen" are motivated 

by religious extremism and a belief in the Negroes' racial 

superiority. Both groups justify their beliefs and actions 

by referring to interpolated versions of the Islamic Koran. 

Both groups curiously refer to their deities as "Uncle." 

There are many similarities-which illustrate Heinlein's 

careful analysis and extrapolation of the Muslim movement, 

but the important thing is that both racist groups breed 

on hatred and are the direct result of continued injustice. 

In the novel the war does not cause but allov/s the Negro 

vengeance begun in this century. 

Heinlein permeates his writing v/ith such e>rtremist-

caused situations. He does not advise the specific reforms 

necessr'ry to avert these future anti-utopias, but it is 

this reader's opinion that moderation, undercutanding, and 

tolerance are Heinlein's recorarriondat Ions, 



Ray Bradbury 

The most widely published and highly praised 

of the modern science fiction v/riters, Ray Bradbury, is 

an oddity in a literature of the unusual. Unlike the 

authors previously discussed, Bradbury owes virtually 

nothing to editor John Campbell. "The most popular 

science fiction v/riter," Bradbur?/ has managed to attain 

his pinnacle of success v/ithout winning approv: 1 in 

"the most popular science fiction magazine." In fact, 

his stories have appeared in Campbell's Astounding only 

three times — once in 1942 and twice the follov/ing year. 

A direct descendent of Mary Bradbury v/ho v/as 

tried for witchery in seventeenth century Salem, Ray 

Bradbury was an avid fantasy comic book collecter and 

amateur magician at the age of eight. He graduated to 

Buck Rogers and the science fiction pulps upon discover

ing a neighbor's magazine collection: 

Of course I v/as hooked. I was creating m;\̂  ov/n 
fantasies on brown rolls of butcher paper by then, 
v/riting in pencil — until, on my tv/elfth birth
day, I was given a toy-dial typewriter. I then 
sv/itched over to this machine, v/hich typed only 
capitals, and began writing sequels to the stories 
I'd read,68 

Thirteen-year-old Bradbury read stories and attempted 

dialect parts over an Arizona small tov/n radio station 

^̂ "Ha.y Bradbur:̂  as ouoted in William F. Nol^m, 
"H-':idbu.py: Trose Poet in the Vige of Siuice," Tlie 
Pry'rnzlnc of fantasy and Scic:ice Miction, 2-';- (A.cy, 1963). 

oO 
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but v/as frustrated because he was not allov/ed to write 

his ov/n stories and scripta. Later, in a Los Angeles 

high school he discovered and began imitating Heminry;ay 

and Thomas Wolfe. He bombarded magazines like Harpers 

and The Saturday Evening Post v/ith manuscripts and soon 

had a sizable collection of rejection slips. Undaunted, 

he found fresh enthusiasm in the Los Angeles Science 

Fiction League, a circle of v/riters and readers v/hich he 

joined in 1937. Bradbury wrote stories and poems for 

local "fanzines" like the League's Imagination and even

tually launched his ov/n publication, Futuria Fantasia, 

PuPa contained poetry, saoirc, stories and'essays by 

Bradbury (under his own name and four pseudonyms) and 

other more successful v/riters such as Robert Heinlein, 

Forrest Ackermann, and damon knight, 

Follov/ing his graduation from high school, 

Bradbury sold newspapers and rented a small office room 

where he v/rote and rewrote for three unsuccessful years. 

His first "sale" (there was no money involved) to a 

professional magazine v/as a satirical slap at cliches, 

"It's Not the Heat, It's the Hu—," which appeared in 

Script (November, 1940). This same V/est Coast "slick" 

has since gained a reputation for giving talented but 

unlmov/n v/riters (among them V/illiam Saroyr.n) thei]' first 

Hroak, In 1941, just beforo his tv/enty-first birthday, 

Bradbury's stories began to sell — firr.t to SPPCP SC 1 once 
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Stories, then to Planet and V/eird Tales, Assured that 

he could make a living from his writings, he quit his 

nev/spaper job and gave up acting in a little theatre 

group, 

Except for his youth and unusual enthusiasm, 

Bradbury's biography up to this point is little different 

from that of any modern science fiction writer. Nor v/ere 

his stories particularly unique. The polished and 

identifying poetic style v/as a gradual development over 

a period of years, but in 1945 Bradb\iry departed from the 

usual and, to a certain extent, alienated himself from 

the genre v/hich he had pledged himself to. Probaoly the 

biggest reason for Bradbury's brealcing out of the confines 

of the science fiction and fantasy magazines v/as the fact 

that such publications paid very little to their authors. 

V/hile trying to finance a pottery collecting expedition 

to Mexico, Bradbury decided to submit his work to less 

specialized, and higher paying markets. Carefully using 

the pseudonym "V/illiam Elliott," he found that "mainstream" 

editors were more easily pleased than those in his ovm 

field. None of Bradbury's stories appear to be written 

v/ith.. a particular audience in mind and the fact that his 

work has been so widely accepted and applauded is 

evidence of his universal appeal. He has occ:isionally 

r"turned to science fiction pulps such as Galaxy and 

The Magazine of Fantaay and Science TALcfion, but most of 
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his three hundred odd stories bypassed the "in group." 

E.g., none of the twenty-tv/o short stories published as 

^^ ^Q1<1Q^ Apples of tlie Sun (1953) liad previously 

agopocpod in science fiction magazines. The collected 

stories v/ere originally published separately in The How 

Yorker, The Reporter, Epoch, Colliers, Mademoiselle, 

Charm, Îmerican Mercury, Saturday Evening Post and Esquire 

betv/een 1945 and 1953. 

The result of this "unorthodox" path to success 

has been confusion and sometimes resentment among the 

science fiction editors and readers. "Insiders" consider 

Bradbury an "outsider" and some contend that he is a 

"pseudo-stf. v/riter" v/ho deserted the field that nurtured 

him. As justification for their criticisms, science 

fiction reviev/ers often point to the lack of credible 

science in his stories. Purists contend that, "The man 

is a mechanical moron, an engineering imbecile v/ho knows 

no practical physics, whose chemistry is an abomination 

and whose rudimentary notions of electronics are badly 

69 short-circuited." 

The problem is more basic than Bradbury's places 

of publication or his disregard for science. His technique; 

and motives as a v/riter and, more important, as a litercry 

^̂ .\non,ymous critic quoted in Nolan, "Bradbury," 
P. 10. 
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artist, are foreign to a reader used to adventurous 

situations extrapolated from scientific principles. 

Bradbury writes in a semi-poetic stream-of-conscious

ness technique', often drawing from dreams, adult 

e:cgoriencos, and childhood fears. Such a story is 

"The Next in Line" which v/as suggested during the afore

mentioned trip to Mexico in 1945. Impressed by the 

underground burial chamibers in Guanajuato and disturbed 

by the loneliness he e:coerienced while in interior 

Mexico he wrote a ahort story about a tourist couple 

v/hose car breaks dov/n in a small Mexican village. The 

v/ife becomes obsessed with fear of continued isolation 

from civilization as she knows it. She is convinced that 

she v/ill die and her husbcnd will leave her body in the 

catacombs v/ith the angry dead v/hose relatives were not 

able to pay the burial fees. The paranoia results in 

her death and her unfeeling husbaaid leaves her among 

the rov/s of grimacing mummies and continues on his 

sight-seeing, picture-taking tour of old Mexico. 

Although not always quite so morbid, Bradbury's 

stories allow for a sustained poetic treatment with 

little regard for complex plot or scientific credibility. 

The fact that such stories are considered "science 

fiction" by the author and. his critics is further evidence 

of the expanding nature of the genre, "The He:<rt in Line" 

is not a story of the future or a fabricated society. 
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there is no science present unless psychology is thought 

of as "science," and even so, there is no extrapolation. 

It is simply a perfectly believable and not-impossible 

story presented imaginatively. In Bradbury's v/ork it 

is often the presentation rather than the subject v/hich 

is science fiction. 

Perhaps the best way to illustrate the author's 

imaginative technique and poetic imagery is to quote a 

specific example. "The Dwarf" (Fantastic, January-

February, 195^) is a short story on one of Bradbury's 

favorite themes — compassion. He presents a misshapen 

little man who goes nightly to an emunement park house-of-

mirrors to see himself in the elongating mirrors. As 

the tragic and comic character enviously admires his 

image, a sadistic ticket vendor watches from behind the 

mirrors. 

The Dv/arf's hand, hairy and dark, appeared 
all by itself reaching up into the booth windov/ 
v/ith a silver dime. An invisible person called, 
"One!" in a high child's voice. 

Involuntarily, Aimee bent forv/ard. 
The Dwarf looked up at her, resembling no

thing more than a dark-eyed, dark-haired, 
ugly man who has been locked in a v/ine-press, 
squeezed and wadded dov/n and dov/n, fold on 
fold, agony on agony, until a bleached,, out
raged mass is left, the face bloated shape-
lessly, a face you loiev/ must stare v/ide-eŷ d 
and av/ake at two and three and four o'clock 
in the morning, lying flat in bed, only the 
body asleep. 

Ralph tore a yellow ticket in half. "One!" 
The Dv/arf, as if frighhened by an approach

ing storm, pulled his black coat-lapels tightly 
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about his throat and waddled swiftly. A 
moment later, ten thousand lost and wander
ing dwarf s wriggled betv/een the mirror flats, 
like frantic dark beetles, and vanished. 

There stood the Dwarf in the middle of 
the small blue room. His eyes v/ere shut. 
He wasn't ready to open them yet. How, now 
he opened his eyelids and looked at a larpe 
mirror set before him. And what he saw made 
nim smile. He winked, he pirouetted, he 

???..?^^^^^^^' ̂ ^ waved, he bowed, he did 
a little clumsy dance. 

And the mirror repeated each motion with 
long, thin arms, with a tall, tall body, 
with a huge wink and an enormous repetition 
of the dance, ending in a gigantic bow!70 

Many of Bradbury's stories touch on a theme 

explored by H. G. Wells — the loss of human values to 

the machine. Bradbury feels strongly about the worth 

of science fiction as "an awareness" and cites this 

"realistic" function as his main objective: 

I believe that s-f is the greatest literary 
form available to express the demands of our 
age. . . . The writing must equal the age, 
or be lost forever. And it is the age of 
machines, which are Ideas loclEed into metal 
and powered with electricity. Man's phil-
osopMes run amuck or amble hiimming amiably 
in his devices. We must v/rite of them. V/e 
must v/rite of man fused to his contraptions 
and bemused or destroyed by same.71 

At first this condemnation of the machine seems 

'̂ R̂ay Bradbury, "The Dwarf," Fantastic, 3 
(January-Febriiary, 1954), pp. 8-9, 

'-'•Interview with Ray Bradbury, "A Portrait of 
Genius: Ray Bradbury," Show, IV (December, 1964), p. 104. 
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like a contradiction for sometimes, as in the title 

story from R _is for Rocket, Bradbury quite obviously 

applauds and encourages the technical developments v/hich 

v/ill make space flight possible, ^̂ at" seems like an 

approach-avoidance conflict is not the author's quarrel 

v/ith the scientist, but his distaste for total dependen

cy upon science. This selective disapproval is apparent 

in Bradbury's personal life as well as his writings. 

He will not drive an automobile, refuses to ride in an 

airplane, and until recently would not allow telephone or 

television in his home. Bradbur̂ '- does not mistrust 

the machines; he mistrusts the men (including himself) 

who use them. He feels that car, plane, television, etc. 

are not necessary to the needs of a writer. The rocket, 

however, is a necessity for man's conquest of space and 

his betterment in the future — not a frivolous dis

traction. As the writer needs the typev/riter, so 

Bradbury feels that the rocket will answer man's needs 

in the fut\ire. 

0\ir huge step out into space, to the moon, 
to Mars and beyond, makes this the greatest time 
in all history. 

V/hy? Because it is commensurate v/ith that 
unmarked time in prehistory when man, disguised, 
came out of the sea, built himself a spinal cord, 
reared himself up, swung in trees, lived in caves, 
and finally named himself Man. . . . Nov/ he has 
grov/n wings of fire to live in the air beyond the 
earth and in the alien airs of far worlds in a 
tremendous now era that will challenge and change, 
break and put back together every form of thonght 
and all the ways of doing thinga as tlicy arc done 
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in this ho-ur in this year.^ 

In "The Next in Line" it is the absence of the non-

necessities of civilization which kills the tourist who 

is unable to cope with an "alien" situation. Bradbury 

obviously does not intend to fall into the same state 

of static dependency and this is the message that he 

hopes to impress upon the "tourists" of the future, 

Bradbury refuses to be confined physically or 

artistically. A large number of his stories he 

classifies as "small town life." He claims that The 

Martian Chronicles (1946) is one such attempt in the 

science fiction form. Bradb̂ iry cites Sherwood Anderson's 

classic about Midwestern small tovms and citizens, 

Winesburg, Ohio, as his inspiration. "I read the book 

in 1944, and I thought I'd love to write a book like 

that, but on the future."^^ The Martian Chronicles, 

sometimes thought of as a novel, is a series of un

related stories concerning the planet Mars. The stories 

do have a consistency of time as they are dated over a 

span from January, 1999 to December, 2026, but no 

connection of stoiy is attempted, or needed. The tales 

may be read as consecutive stories or individually as 

self-contained pieces. The same is true of all of 

Bradbury's works. In "Way in the Middle of the Air" of 

The Marxian Chronicles the Negro migrates en masse to 

723radbury, Show, p, 104, 

73]7ay Bradbury, "TnhrnJuction," The M:m;'l:ipn 
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Mars leaving the white man to self-destruction via 

the machines of war. In "The Other Foot" of The 

Illustrated Man (1951) the few remaining whites plead 

v/ith the Martian Negroes for sanctuary from the radio

active wastes of earth even if it means accepting 

"second-class citizenship." Either story may be read 

without knowledge of the other. If The Martian 

Chronicles is read for story alone, the reader could 

not help but notice that the stories are not really 

related. E. g., in "V/ay in the Middle of the Air" the 

Negro migration is described, but there is no mention 

of it in the following stories. All of Bradbury's 

stories have a consistency of style which supersedes 

any plot inconsistencies. 

Thus far, Bradbury is a master of the short 

story not the novel, and his collections are usually 

held together by some common element. In The Martian 

Chronicles the stories are independent but chronological 

vignettes revolving about the planet Mars. The 

collection entitled The Illustrated Man has an added 

prologue and epilogue which explain the stories as 

animated scenes on a tattooed man. The melancholy 

and macabre tales of The October Country (1955) are 

introduced by a description of: 

Chronicles (New York: Time Inc., 1963), xi. 
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. . . that country v/here it is alv/ays turning 
late in the year. That country v/here the 
hills are fog and the rivers are mist; where 
where noons go quickly, dusks and tv/ilights 
linger, and the midnights stay. That country 
composed in the main of cellars, sub-cellars, 
and pantries faced away from the sun. That 
country whose people are autumn people, think
ing only autumn thoughts. V/hosê people passing 
at night on the empty walks sound like rain.74 

1 is f;or Rocket (1962) is dedicated to the adventurous in 

spirit — "all boys who wonder about the Past, run 

swiftly in the Present, and have higja hopes for the 

Future." The Golden Apples ̂  the Sun (1953) is simply 

a series of dreamlike narratives introduced by W. B. 

Yeats' "Song of the Wandering AEngus," As the title 

suggests. Medicine For Melancholy (1959) is a collection 

of light, entertaining fantasies for enjoyment rather 

than reform or speculation. 
^ 

Bradbury has recen t ly attempted to dramatize h i s 

own s t o r i e s fo r the s tage . He has previously done 

adapta t ion, most notably h i s filmed version of Melv i l l e ' s 

Moby Dick. He has also rev/r i t ten The Martian Clironicles 

and h i s soc i a l s a t i r e , Fahrenheit 451 (1953) for 

f i lming. Three one-act plays under the package t i t l e of 

The V/orlds of Ray Bradbury and performed by h i s ov/n 

company are h i s l a t e s t t h e a t r i c a l at tempts. Perhaps 

the forthcoming book of poetry and the novel, Leviathon 

"^^a^y Bradbury, The October Country (Nev/ York: 
B a l l a n t i n e , 1964), p . 4, 
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.*99 (v/hich Bradbury describes as "The Moby Dick of the 

future") will help to clarify Bradbury's status as a 

literary artist. To date, the best description of a 

modern science fiction v/riter was supplied by Bradbury 

himself v/hen asked what label he v/ould apply to himself: 

Let me ansv/er that by sending myself on a 
journey back through the ages in a. time machine. 
Arriving in Baghdad I v/ould v/alk through the 
marketplace and turn down a ctreet v;herc sit 
the old men v/ho are the tellers of tales. 
There, among the young, v/ho listen, and the 
old v/ho say aloud, I would like to tal̂ e my 
place and spealc when it is my turn. It is an 
ancient tradition, a good one, a lovely one, a 
fine one. If some boy visits Eiy tomb 100 years 
from now and writes on the marble with a crayon: 
He Was A Teller of Tales, I v/ill be happy. I 
ask no more name than that.75 

"^^Bradbury, Show, p. 104. 



APPENDIX 

Kingsley Amis: 

"Science fiction is that class of prose narrative 

treating of a situation that could not arise in the 

world we know, but which is hypothesized on the 

basis of some innovation in science or technology, 

or pseudo-science, or pseudo-technology, v/hether 

human or extraterrestrial in origin." 

New Maps of Hell: A Survey of Science Fiction 
'(¥ew York: llarcoxxrE, Brace, and Company, I960), 
p. 18. 

Isaac Asimov: 

"Science fiction is that branch of literature v/hich 

is concerned with the impact of scientific advance 

upon human beings," 

"Other Worlds To Conquer," Writer, 64 (May, 
1951), p. 1^8. 

"Science fiction is that branch of literature v/hich 

deals with a fictitious society, differing from our 

own chiefly in the nature and extent of its techno

logical development." 

As quoted in H. A, Webb, "Science Fiction V/riters 
Prophets of the Future," Library Journal, 60 
(December 15, 1955), p. 21102̂  

Ray Bradb\iry: 

"Certainly I have often wished that a new name might 

be applied to this field, since the old name has 

grown shopworn in the service of bug-eyed monsters 

and half-naked space women. But there seems to be 

9< 
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no way to avoid that, and new writers coming into 

the field will have to carry the burden of the old 

label until someone provides a better one, in this 

land where everything must absolutely have a label. 

"The Day After Tomorrow: Why Science Fiction?" 
Nation, 176 (May 2, 1953), P. 366. 

Reginald Bretnor: 

"Science fiction itself is not prophecy. While it 

creates a multitude of futures for its readers, it 

does not claim that any one of these is the real 

future, predestined and inevitable." 

"The Future of Science Fiction," Modern Science 
Fiction: Its Meaning and Its Future (New York; 
Coward-McCarm, Inc., I'̂ JJ), p. 266. 

John W. Campbell, Jr.: 

"Science fiction's fundamental purpose is to make 

accurate, loose prophecies of general trends." 

"Science-Fiction and the Opinion of the Universe," 
Satiirday Review of Literature, 39 (May 12, 1956), 
pTTTT^ 

Groff Conklin: 

"The best definition of the best science fiction is 

that it consists of stories in v/hich one or more 

definitely scientific notion or theory or actual 

discovery is exrtrapolated, played v/ith, embroidered 

on, in a non-logical, or fictional sense, and thus 

carried beyond the realm of the immediately possible 

in an effort to see how much fun the author and 

reader can have exploring the imaginary outer reaches 

of a given idea's potentialities." 
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"What is Good Science Fiction?" Library Journal, 
83 (April 15, 1958), p. 1256. ^ 

Edmund Crispin: 

"The better sort of science fiction, hov/ever, is 
remarkably little concerned with actual science. 
except as a means to an end." 

The Best SF II (London: Faber, I960), p. 9. 

Clemence Dane: 

"V/e (Britons) go to the past for our fairy-tales, 

America to the future, that is all. The Old World 

knov/s that once there was a golden age. The Nev/ 

World knows that some day there v/ill be a golden 

age, and all her fairy-tales concern this future. 

. • . these amazing magazines call themselves 

' science fiction.' But they are nothing in the 

world but America's fairy-tales." 

"American Fairy Tale," North American Review, 
242 (Autumn, 1936), p. 147. 

Basil Davenport: 

"Science fiction is fiction based upon some imagined 

development of science, or upon the extrapolation of 

a tendency." 

"Science fiction does more than embody our aspira

tions; it restates certain truths which can only 

be stated in terms of what is here and now impos

sible ." 

Inquiry Into Science Fiction (New York: Longmans, 
Green, and Company, 1955), PP. 15 and 71. 
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Miriam Allen de Ford: 

"It is the extrapolation, in fictional form, of 
scientific fact and discovery. It explores the 
possibilities of development, based on contempo
rary science, into the future and into life on 
other planets — including other planets around 
other suns," 

" Q Science Fiction Comes of Age," Humanist, 17 
(November-December, 1957), p. 32TI 

Reuel Denney: 

"All other things being equal, a story is science 

fiction if it rests on pure and applied science 

after Newton, Comte, Darwin, and other founders of 

non-Plotemaic — and, of course, non-Nevrtonian — 

universe." 

"Reactors of the Imagination," Bulletin of the 
Atomic Scientists, 9 (July, 1953), p. 206. 

Alan Devoe: 

"As this somewhat barbarous, hybrid name indicates, 

'scientifiction' undertakes a blending of scientific 

fact (or at any rate, scientific possibility) with 

romantic inventiveness; and as any reader of the 

literature knows, it commonly pushes both its 

science and its fiction to the far, far limits of 

fantasy, and then beyond." 

"Scientifiction," American Mercury, 11 (August, 
1953), p. 26. 

Bernard Devote: 

"(Science fiction is) . . . paranoid phantasies 
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converted into trivial fiction for the titillation 
of tired, dull, or weak minds." 

"Doom Beyond Jupiter," Harpers, 179 (September, 
1939), p. 448. ~ 

"A form of literature which has almost completely 
succeeded in doing away with emotion." 

as quoted in Davenport, An Inquiry, p. 62. 

G. D. Doherty: 

"The Science Fiction v/riter is interested in every 

aspect of human development, immediately likely or 

remotely possible, and in every imaginable facet 

of the strange universe in which we live." 

Aspects of Science Fiction (London: John 
Murray, 1959), p. 3-

Martin Green: 

"Science Fiction is anti-Literary (opposed to the 

sensibility of our literature) in its treatment of 

characters, of nature, of history, of society; its 

writers have undertaken major imaginative enter

prises without attempting minor literary standards 

of style and characterization." (p. 727) 

"These stories are written for scientists." (p. 718) 

"Science Fiction is not a genre, I would suggest, 

but a sub-genre; by which I mean a kind of v/riting 

which cannot develop into forms v/hich engage major 

meanings, though it can re-invigorate the forms of 

conventional literature by merging into them." 

(pp, 725-26) 

"Science and Sensibility; Science Fiction," 
Konyon Review, 2"^ (Autumn, 1963), "P. 727. 
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Gerald Heard: 

"Science fiction is the prophetic — a better term, 
the apocalyptic — literature of our particular and 
culminating epoch of crisis," 

As quoted in H. A. Webb, "Science Fiction 
Writers: Prophets of the Future," Library 
Journal, 80 (December 15, 1955), p. 2884. 

Robert A. Heinlein: 

"Science fiction being that sort (of literature) 

in v/hich the author shows awareness of the nature 

and importance of the human activity knov/n as the 

scientific method, shov/s equal awareness of the 

great body of human knowledge already collected 

through that activity, and takes into accoiint in 

his stories the effects and possible futiire 

effects on human beings of scientific method and 

scientific fact." 

"Science fiction: Its Nature, Faults, and 
Virtues," The Science Fiction Novel: Imagi
nation and Social Criticism (Chicago: 
Advent Publishers, 1959), p. 20. 

V. Milo Kaufmann: 

"Science fiction's concern, like that of the 

raptTirous Miranda and the satiric Aldous Huxley, 

is with a 'brave new world.' It explores a terra 

incognita made plausible by all the artifice of 

manufactured fact." (p. 18) 

"We may say that there seems good reason to describe 

the characteristic mimetic teclinique of science 

fiction as extrapolation; the method gives the par

tial versimilitude of realistic detail to the 
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basically improbable creatures and situations of 
novel v/orlds." (p. 23) 

"Brave New Improbable Worlds," Extrapolation: 
-̂'1̂ '̂̂  Science-Fiction Nev/sletter (December, 

1963 ) T ^ 

damon knight: tf a Science fiction is distinguishable by its implicit 

assumption that man can change himself and his 

environment. This alone sets it apart from all 

other literary forms." 

A Century of Science Fiction (Chicago: Advent 
Publishers, I960), p. 11. 

Joseph Kostolefsl^y: 

"Science-fiction is fundamentally humane in that 

it protects the mechanization of man, holds aloft 

his flaming spirit against the encroachments of 

the robot, the spaceman, the nonhuman. The de-

humanization of man is a real tlire at in our v/orld 

and science-fiction does speak out against it." 

"Science, Yes — Fiction, Maybe," Antioch 
Review, 13 (June, 1953), P. 238, 

Siegfried Mandel and Peter Fingesten: 

"Is not science fiction only one more vain attempt 

— with nev/ vocabulary and grandiose new symbolism 

— to losse the fetters of life, rather than under

stand them?" 

"The M:vth of Science Fiction," Saturday Review 
of Literature, 38 (August 27, 1955), p. 28. 
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Kenneth Methold: 

"There is no such thing as science fiction. Science 

- and fiction are, by their natures, imcompatible. 

It is this absurd label, together with a large 

quantity of superman horror comic nonsense that has 

given the whole field of fiction set in the future 

an aura of the ridiculous." 

"Science Fiction," Contemporary Review, 195 
(March, 1959), p. 171. 

Rosalie Moore: 

"Science fiction to me is any fiction based on an 

exploration of or application of any existing or 

imaginable science, or extrapolation from the 

same." 

"Science Fiction and the Main Stream," Modern 
Science Fiction: Its Meaning and Its Future 
(New York: Coward-McCann, Inc., 1953), P. 95. 

Sam Moskowitz: 

"Science fiction is a branch of fantasy identifiable 

by the fact that it eases the 'willing suspension of 

disbelief on the part of its readers by utilizing 

an atmosphere of speculations in physical science, 

space, time, social science, and philosophy." 

Explorers of the Infinite: Shapers of Science 
Fiction Toieveland: World Publishing Company, 
1963), p. 11. 

Bernard J. Paris: 

"Science fiction, despite its belief in the ability 

of man to create his destiny through the power of 

the scientific intelligence, cannot be accused of 
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v/ishing away problems, as does t h e f a i r y - t a l e . " 

"George E l i o t , Science F i c t i o n , and Fan t a sy , " 
E x t r a p o l a t i o n : B..1LA S c i e n c e - F i c t i o n Newsle t ter 
(May, 1964) , p . 29 . 

John R. P i e r c e : 

"In the beginning, science-fiction v/as written by 

odd people here and there. If they were odd geniuses 

like H. G. Wells, the stories were acceptable by any 

standards. If they were just odd and thoughtful 

people, the stories would suit only an odd and 

thoughtful audience. Such were the contributions 

of the early days of Amazing Stories, v/hich Hugo 

Gernsback founded in 1926." 

"Science and Literature," Science, 113 (April 
20, 1931), P. ̂ 32. 
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