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r 6
today deal with the "soft" sciences of psychology,ﬂgociology, and an-
thropology, as well as thé more familiar physics, /Astronomy, and chemistry
of Verﬁe and Asimov. With the émphask;-of ﬁ)g ganre on sc;ence'and its-
effects on humen socliety, science fiction is a truly modern literary
form. The themes and éatterns of its tales are those of the modern myths: .

&

alienation, anxiety, sclentific progress (in both. utopian and dyétOpi?n
forms), end evolution, emong the major ideas. . v

There have been attempts.to give the title of "first science fiction
0 . ! T )

" ever written" to a wide variety of works, reasching all the way back to

the myths of Prometheus, and Icarus and Daedalus. Brlan W. Aldiss de-

votes'a chepter of his Billioh Year Spree, The True History of Science

' Fiction to the writers who pelped to set the stege for the ultimate
arrivai of science fictién in the early 19tﬁ century. Beglnoning with
Lucian of Samosata in the 2nd century AD, He ffaces an interesting back-
gfouﬁa of fables, fantaéies, and utopias that bear some resemblance to
wvhat later bgcaﬁe sclence fiction. One finds numerous trips to the
moon, by an odd assortment of means that includes evapogating dewdrops

(tied to Cyrano de Bergerac), waterspouts (in Lucien's True History),

and megic {in Kepler's daemon, astronoﬁy). The satires of writers such
as Swift and Semuel Butler mske use of exotic settings in order to stress

their social comments. Even DeFoe's Robinson Crusce explores a sclence

fictional theme of man in isolation, although it is not of course‘a
science fiction novel. Aldiss discusses the contributions of Voltaire,
[

Shakespeare, Bulwer-Lytton, Plato,‘AristOPhénés, Thomas More, and

several others, but aluay§ keeps in mind that none of these artists



ete sclence fiction writers per se, although all are, in a sense,

"Pilgrim Fathers” of the genre. >

Arthur Clarke hes suggested Johannes Kerler's Somnium, Sive

Astronomia Lunaris (1A09) ° \\% a possible.candidate for the position

..of first science fiction work but like the vritings mentioned above,
Kepler's Somnium ;s not science ficticnal in its focus. A brief look

af this vork may be helpful in showing why it could have.been suggésted
as a science fiction story, end why it is ultimately not one. Somnium
deals with a visit to the moon by en ohserver, appa;eﬁtly'ﬁépler him-
self, who describes what he finds there in scilentific terms. As 5 |
respected mathematician, Kepler offers the readers astute, scientifically
" accurate observations of the lunar surface, giving the work the prorerly
realistic setting that is ﬁbrmélly fourd in science fiction. . But the
détails of the plot that Kepler'uses show thet he is not espaciaily in-
terested 19 his story. Kepler uses a supernatural element, in the form

il

of 8 daemon {whimsically named “astronomy" in a footnote to the Somnium), 7

to get to the moon. This traditional device permits him to focus on his

5. TFor the full discuss}‘“ f the significance of the precursors of

" the genre, see Chapter 3, "Pilgrih Fathers: Lucian and All That,” Brian

W. Aldiss, Billion Year Syree, The True History of Sclence Fiction (Garden
. City, New York: Douvleday & Comyany, lnc., 1973); Pp. 51-80.

6. Arthur C. Clarke, Man & Space, Life Science Library (New York:
Time Incorporated, 1954), p. 3.

7. Johannes Kepler, in Kepler's Dream, John Lear; trans. Patricia
Frueh Kirkwood (Berkeley: University of California Press, 1965), p.1108,
n. 72. -
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observations, without spending time on the "story"” aspects of the work.

The allegorical framework of the Somnium is meant as a disgulse for the

radicel scientific theory it contains. Kepler lived at a time when any
theory that disagreed with or contradicted biblical teaching was sup-
rressed. One need-only remember the trials of Galileo, a contemporary
of Kepler's, to understand the iosaible danger of bgld, revolutionary
declarations in the realm of science. Kepler had already had some
trouble with censorship of earlier works. 8 By celling his work a
"Dream,” he hdﬁé&zté a&q;é_fyrther censorship; but what the Somnium is,
in reality, is‘e sclentific docdment, présenting new astronomical ob-
servations in é way the authér hoped. would be acceptable to the Churches

and understandable by other‘scientists. Thus, Somnium loses its claim

to the name of "first science fiction story."

But while Somnium turns out, on examination, to be not a work of

fiction at 8ll, there is no doubt that Frankenstein is indeed s book

thet synthesizes art and science. While Kepler attempted only to rre-
sent scientifi? theory, with a thin veneer of "story" laid over it surer-
ficially,AMarﬁ Shelley has drawn on & variety of influences in her life
and world, including the experimeﬁts on electricity pioneered by Galvani,
the populér literary form of the Gothic novel, and the theories, both
écientific end artistic, -of Erasmus Darwin (grandfather of Charles) and

her husband, Percy Shelley. The result is, truly, the birth of a monster.

8. Ilear gives n numbexr of ‘examples in Kepler's Dream. See pp. 6 and
11 for two of these,
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Mary Shelley's first novel makes use of a number of modern myths,
including science, alienstion, human progress, the splintered self,
and a modern variation on the classicai.quest. The inter-relstedness
of these themes in the work forms a complex pattern, which is reflected

in Shelley's title, Frankenstein, Or, The Modern Prometheus. In her use

of the Prometheus image, she has combined the past and the present, and

has indlcated the dusl elements of myth and sclence in the novel.

_ The classical version offthe Prometheus myth contains a number of
incidents énd implications that appear in altered form in.thisluork,‘
and an examination of these esypects of the myth can reveal much ebout
both Victor Frankenstein and his monstrous éreation. Prometheus 1is
mostiﬁidely known as the Titan who stole fire from the gods for humanity.
Aé punishment for this crime, he suffered eternal torment by being chained

- ~ \
to a mountain, while hislliver was rirpped dally by a vulﬁﬁre. Thé image
of Prometheus as the discoverer.of fire agpeers in connection with the
deemon in two important incidents; " The first of these occurs when the
monsteé stumbles upon a fire left by beggars in the wood, where he is
wandering. He quickly learns its properties, and sets about to use the

fire for his own needs:



"ees [I] wvas overcome with delight at the warmth I
experienced from it. In my joy I thrust my hand into the
live embers, but quickly drew it out agaln with a.cry of
pain. How strange, I thought, that the same ceuse should
produce such opposite effects] T exemined the materials
of the fire, and to my Joy found it to be composed of
wood. I quickly collected some branches; but they were
wet, and would not burn.... The wet wood which I hed placed
near the heat dried, and itself became inflamed. I re-
flected on this; and, by touching the various branches, I
discovered the cause....

"... a gentle breeze quickly fanned 1t [the firel into a
fleme. I observed this also, and contrived a fen of branches,
which roused the embers when they were nearly extinguished.
When night came again, I found, with pleasure, that the fire

gave light es well as heat; and that the discovery of this
element was useful to me in my food...." 9.

The cresture learns meny lmportant things about fire and its
uses in this first contact with it. BPBut he has not yet learﬂéa\hgy
to reproduce fire, once it is gone, L;ke Pfometheus, he has simply
discoverednqnd made use of a fire that was already burning, that was

left by the race of his creator.

,(\ In the second usé of fire by the creature, the image of Prometheus
~
.making a gift of fire to man is reversed. Having been re})ected by the
.De Iacey family, who have seen only a monster when he seeks their friend-
ship, Frankenstein's deemon feels‘the need for revenge against them.
He rgturns to their now-empty cottege, from which the family has fled,
and destroys it:
/—\
g, Mar§ Shelley, Frankenstein, GOr, The Modern Prometheus, Everyman's
Library ed. (London: J.M, Dent & Soms Ltd., 1903), pp. 106-107.
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n... when I reflected that they had spurned and deserted
me, aﬁger returned, a rage of enger; and unable to injure
anything human, I turned my fury towards inanimate objects.
As night advanced, I placed s variety of combustibles
around the cottage; and, having destroyed every vestige of -
" cultivetion in the garden, I waited with forced impatience
until the moon had sunk to commence my operatioms." 10.

In true mythic fashion, nature cooperates with the monster's desires,

jneiting him to a frenzy of destruction:

"ps the night advanced, a fierce wind arose from the
woods, and quickly dispersed the clouds that had. loitered
in the neavens: the blast tore along like a mighty ava-
lanche, and produced a kind of insanity in my spirits’
that burst all bounds of reason and reflection. I lighted
the dry branch of a tree, and danced with fury around the
devoted cottageé, my eyes still fixed on the western horlzon,
the edge of which the moon nearly. touched. A part of its
orb wes at length hid, and I waved my brand; it sunk, and,
with a loud scream, I fired the straw, and heath, and bushes,
which I had collected. The wind fanned the fire, and the
cottage was quickly envelored by the flames, which clung to
it, and licked it with their forked and destroying tongues." 1l.

In the original Greek telling'of the myth, Prometheqs gives fire to
men in a gesture of friendship, so that men may-be warm snd cook their
food. PBut here, the monster as Prometheus brings destruction and rage
against humanity through his use of fire. Significantly, this act.of
violence occurs, according to the monster, in late autumn, mfthically

/

/

; _ .
> 10. Shelf%y, Frankenstein, p. l46. e

11. Shelley, Frankenstein, p. 146,
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the season of decay, trangedy, ond aprroaching death.

Prometheus i3 not known only as the bringer of fire, however,
In many anniént myths, he is called the creator o; m nkind. According
to the legend, Prometheus mixed cley with water, n;d fashioned the
mixture into s mon; the goddess Athene bresthed life into tue nostrils
of'the figure. Just as toe sspect of Prometheus as fireébrinéer
can be seen in the cheracter of the monster, so is.it poséible to
compare Victor Frankensteiﬁ with Prometheus, the creator of man.
But again, the oriéiusl mythic pattern is inverted_iﬁ the novel. «
Just as the creature "discoverga‘fire without, in the beginning, un-
derstending its potentiels, éo Victor Frankenstein "discovers™ the
secret of creating life without 'ﬁpreciéting the cénseduencesbof his

actign until 1t 1s too late.

Each of these charascters, then, rerresents only one fscet of
the mytﬁ of Prometheus. Frankenstein represents the creator, -nd
hie creature represents the decelver, the_stealer of divine fire.
Fach character discovers,-in the course of the;novél, that he must
seek ouf the other, for tﬁe-creatqr end his creetion are two fecets
of the sesme humsn personality. By dividing the aprlication of the
Prometheus 1m-ge betyeen the two figufes, Mary Sheliey hos taken the

clnssical myth and transformed it into a symbol of the various

interdependent wmlnor myths that form the substance of the work.
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Before he has succesaf« ly animated his crestidn, Victor
Frankenstein is a firm believer in the myth of scjence, ﬂe is 8ls0 a

' member of human society, with all the privileges

f companionship, love,
end wealth that tuch a membership implies. But/Shelley suggests thet
‘Frankenstein is flawed by his obsession with sklence, and especially
with the possibility of creating life, even atJ;his stage in his life.
'It iz his excessive belief in the myth of science thet leads him to his

ultimate destruction.

In some ways, Frankenstein at this peridd resembles the young poet,
Shelley, Mary's husband. Like Shelley, Frenkenstein is fascinated, at
first by alchemy énd magic, and then bj science., He recalls:

The world was to me & secret which I desired to divine.

Curicsity, eernest research to learn the hidden laws of

nature, gladness gkin to rapture, as they were unfolded

to me, ere among the earliest sensations I can remember. 12.

Mary Shelley's chapters on the development of Frankenstein's obsesslon
suggest that his transition from alchemy to science 1s based on a strong
sense of wonder. Certainly, Mary had a model for such a development in
her husbard, Percy. Carl Grabo describes -the young poet's interest in

science:

Shelley was highly imaginative, even credulous. The trans-
ition of his interest from the occult to the scientific is by
way of this love for the marvelous, for the new sciences of
chemistry and electricity promised greater marvels than alchemy,

12. Shelley, Frankenstein, p. 27.
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marvels much more authentic,‘more possible of immediate re-
galization. 13.

That this decision to study science because of a love for the marvelous
is s genuine ﬁuman impulse 1s further bérne out by the testimony of the
modern astronomer/exobiologist, Carl Sagan, who claims to have‘made his
commitment to science as & result of & boyhood foedneas for E.R. Burroughs's
Mars adventures. 15 The myth of sclence is indeed a compelling one to

the intelligent modern mind.

But Victor is not simply a believer in the myth; he is its slave.

Unlike the poet Sheliey, Victor loses his interest in the world of

-

“beauty around him. - His interest in the affairs of his fellow men fades
away. He becomes a virtuel recluse, self-aslienated from his society.
ecause of his obsession with creating life in his laboratory, the young

rankensteln is now in the threes of twe of the modern myths: science,

{

'and alienation. The feelings often associated with alienation in literature

are asgribed to Frankensteln: iy

|.+. my enthusiasm was checked by my snxiety, snd I appeared

ther like one doomed by slavery to toil in the mines, or any
bther unwholesome trade, then an artist occupied by his fa-
vourite employment. Every night I was oppressed by a slow fever,
and I beceme nervous to a most painful degree; the fall of & leaf
startled me, and I shunned my fEllow-creatures as 1f I had been guilty
of a crime. Sometinmes I grew alarmed at the wreck I perceived
that I had become.... 15.

13. Carl Grabo, A Newton Among Poets: Shelley's Use of Science in
Prometheus Unbound (Chapel HIll: University of North Carolina Press,
1930}, p. 5. '

14. Dr. Sagan mentions this influence in.Chapter 9 of his bdok, The
Cosmic Connection (Garden City, New York: ' Anchor Press, Doubleday, 19737.

15. Shelley, Frankenstein, p. 50. *




15
If Frankenstein islalienated, a vietim of his obsession with

sclence, it is only netural that hils creature is also alienated, The
monster is the syawn of an unnatural desire; it hes no place in the

society of men. '"The first readers‘of Frankenstein,"” writes Christofher

J'.

Small,

felt that they were being got at in o way both frightening
and unfeir, since the story was almost by definition "un-

natural”, but at the same time it was exactly the point of

the story, showing the results of going beyond or rarodying
neture, that held their attention. 16.

The readers were, in fact, resronding to the uncomfortable myths of *

A

thelr brave new world. Victbr Frankenstein began with the mytirof
science, as did the reorle of the early 19th century. He pursied

his myth tco far, sllowing no limits to his curiosity, his imegin-tion,
_ﬂ__\gz\&if’ifyif;ons. As\ Prometheus was punigﬁed for presuming to teke
on the E}g@ts and rohﬁ f a god by steeling the divine fire, so fﬁe
young student is punished for rresumptuously ettempting to creste s
new, superior race of human|beings. Prometheus was taken from the

soclety of men and gods alike, isolated on a mountain and. tortured

by 8 bird of prey; but Vi r Frankenstein's punishment is even more
horrivle, for it is self:}gposed. His obsession hus alienated him,
and his epparent success{has resulted in tHe separation of his per-

sonelity's two aspects. In Victor remsins the emotional side of msn,

16. Christorher Small, Ariel Like a Harpy: Shelley, Mary and
Frankenstein (London: Victor Collatcz LtdT,1972), . 10.
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* which is only ;1tting since it haﬁ been hiz lack of_intellectusl res-
ponsibility which allowed him to create the monster.vithout conslidering

the consequences. To the creature goes the power of intelleét as 11llus-
trated throughout the novel by the monster's ebility to 1earn quickly.

' Frankenstein's careless, overpowering feith in the goodness of science,
coupled with his ambition to be revered as the creator of a-new race,

have éplinteréa his soul. He is, as Muriel Spark points out, a "diéintegrated
5eing." 17 His conscience serves as the tormenting wvulture, slways ripping

at his happiness and peace of mind.

After the creation of the Monster, since Frankenstein loses
to him an integral portion of his being, his character is a
study, and a well-executed one, in the mounting obsession of a
lost soul to find itself.

But the Monster's development is a larger proposition than
Frankenstein's. He does not, like Frankenstein, inherit a
civilized way of thought -- he inherits nothing but life ttself,
and the vhole ggmut of mankind's Jjourney from savage to modern
‘times is played throughout the yesrs of his life. 18,

L]
In the growth and development of the creature's personslity, Shelley
has explo;sd yet another modern myth: tEﬁﬂmyth of/ human progress. Her
position on humanity is basic&%i} that of her~ sband, Percy, and the

other Romentic writers and artists. It 1s natural for humans to be good;

but soclety cofrupts and distorts that inrate goodness. (The monster is

e superman. He is lafger, more powerful, and faster than the humans

around him; -and he 1s.also highly intelligent, possibly,ﬁossessing a

super intelligence. Ostensibly, he should be superior in every resyect,

17. Muriel Spark, Child of Light: A Reassessment of Mary Wollstone-
craft Shelley (Hadle%g?, Essex: Tower Bridge Puolications Limited, 19517, p. 137.

18. sSpark, Child of Light, p. 1h7.
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including morally. But he is not. Hﬁ is ugly, and men shun him. He (/
is a product of his civilization, and ‘men teach him hatred, fear, and

pain.” He lacks any real emotlons, as Muriel Spark states:

what passes for emotion - his need for comranionship, his
feelings of revenge towards Frankenstein -- are really in-
tellectual passions arrived at through rational channels. ' ///:#ﬁ_\\
He is asexual, snd demands his bride as a companion, never
as a lover or even merely a mate; since his emotions reslde
in the heart of Frankenstein, as does Frankenstein s intellect
in him. 19.
Having no emotions, the monster becomes a remoreseless killer, tutored by
the cruelty of humsn society. In this Romantic version of the myth of
human evolution, the movement is from animalistic innocence through

childlike wonder and learning to disillusionment and corruption at the

hands of society.

Thus, Sheiley has shown the m&derp myths of the divided self and
alienation, and has explored the problems inherent in the myths of science
and progress. These themes are united with the final meeting of the monster
gnd his dead creator on the ice, so that the archetypal quest or journey

"
becomes the central imsge of motion in the work. Muriel Spark indicates
that 'the Prowetbeus myth is one of action but not of movement; that is,

the main activity of the originasl story is located around the tortured

Prometheus himself, chained to one spot." 20 While the myth of PrOmetheus

embodies the themes of the novel, it is the myth of pursuit that fulfills

19. Spark, Child of Light, p. 149.

20. Spark, Child of Light, p. 135.
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these ideas. . . i:,/”‘\h_//

e

Because Frankenstein and his creature are merely two halves of the
seme personality, it is only natural that the two characters should al-
ternate between the roles of pursuer and pursued. In the beginning, 1£
is the monspe; who fursues Frankenstein, The daemon's earliest motive
i1s simply curiosity; remembering little of his origins, he feélq,thqﬁ his
maker must surely be a wondrous being. But as he is shunned YWy men, he
becomes increesingly resentful of the man who made him so ugly, snd his
motivetion quickly becémes revenge against a cruel "god," represented by ,
bis creator, Frankenstein,  When Frankenstein thwarts him in his rl n/E;.
have a8 monster-bride, with whom to live 1n the wilds, the monste? and
the creator begin to shift their roles. Frankenstelin's changE'bf heart,
ani/pis’destruction of the nearly-completed female daemon, doom the monster
to'a life of eternal loneliness and isolation from any sort of ‘society,
Just as Prometheus was doomed to be chalned to & lonéiy mountain pesak,
away frow men. The creature sets ocut to lmpose a:similar lorneliness on
Frankenstein, by killing ail those pepple who are important to the young
student. The murder of Elizabeth, Frankenstéin's bride, on their wedding
night, comEifEEf the change in roles. Now it is Frankenstein who is the

pursuer, “bent on destroying whet he made.
. o ) P

The climax of the pursuit occurs in e&n archetypal tragic setting of
ice and winter with the death of Victor. The monster's wild grief over
the body in Walton's ship represent’s the final reunion of the splintered

(pegsonality of Frénkenstein, as‘fheazntellectual half, the monster, takes .

L
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. on the emotions which had remained in his creator. Frankenstein has been

released from the doom of his life, and the monster vows to follow him

. T
to the peace of death, where He "shall no longer feel the agonies which

now consume [pim], or be the prey of feelings unsatisfied, yet unquenched." 21

7
Tﬁg’ultimate tone of the book, overriding even its obvious horror,

isldoubt. True to its post-Industrial Revolutionary period, Frankenstein

questions almost everything about life, science, progress, society, and

‘whumaﬁ‘nature, and draws no clear-cut conclusions. Frankenstein is en’

artist of sorts, rebelling esgainst death. He believes in the new myths

of progress and science, as in fact did Mary and Percy Shelley and most

of their intellectuasl friends, fo some extent. - Carl Grabo has indicated '
P -

the extqgﬁ of Percy Shelley's knowledge of and interest in sclence in his 4

work, A Newton Among Poets, and most critics heve pointed out thet Mary

shared her husband's _interest. But while progress is believed in, an
additional myth, that society is a corrupting.influence, tends to balance

it; man is basically noble, but soclety won't let him stay that way.
~

_And, although the myth of science suggests that all things will be im-  ?
proved through science, there is a“corresponding fear Sf science Out.
of control. If curiosity is a virtue, so must restraint bde. Curlosity’  ;§ﬂ”-
without care for its possible consequences 1s dangerous. No idea, no

mythic theme can be seen as wholly good, orgﬁﬂslly evil. TIf Frenkenstein

has created a monster, it is not beceuse he is an evil man; he has been

-

foolish and irresponsible, but his intentions were néble. And if he

FEES
- T
B >

21. Shelley, Frqpkenstéin, p. 2h1.
<

l
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has unwittingly unleasﬁed a horror 6n'the world, he has suffered
because of his folly.l If the monster has mufdered, it 1s not because
| he is wholly evii; he has been greatly wronged by men, and in the end
comes to suffer greatly with remorse over his actions. Doubt assaults
Frankenstein directly; rendering him unable to act against the thing he
has made until it has killed, and killed again. Murlel Spark compares him

22
at this stage in his develorment to Hamlet; but perhaps a closer

analogy would be with the mouse of Dostoyevsky's Notes from Underground
u;; is filled with resentment, but unable to act. At aay rate, the'pre—
valling mood of doubt has distinctly existential overtones, and is a%

least in part caused by the disintegration of Fraqyenstein's personality,

which in its turn is csused by Frankenstein's irresponsible, uncontrolled

curiosity.

Ultimately, the entire work returns to its sclentific story, and its
themes exploring the consequences of scientific curiosity. There can be

no separation of the science from the story in Frankenstein, for the

science is the story. The mood is doubt, & questioning of the world in

flux. The motivation is curiosity, "what would happen if...7" 1In its

tone, its content, end its attitudes, Frankenstein is, indeed, the first -

true story of the modern genre of science fiction.

22. Spark, Child of Light, p. 137.

S,
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In the decefles that followed the publication of Frenkenstein,

many other writgrs were to pick up on the themes that Mary Shelley
used. Not alY of these writers chose to sdopt her basically Romantic
and revolutionary new genre, preferripg different approaches to the
effects of industrisl growth on their world. But there were others,
who felt a need to Express their views on science snd technclogy in
fiction @hat loocked at the causes of alienation and anxiety, as well
as the results. Utopian novels were especially p;pular in the latter
part of the nineteenth century, as were their less gerious countergarts,
the tales of lost‘woflds and lost races. The theme of evolution
began to take on major significance in literature, both fiction and
non-fiction. Progress and science were hailed as thé gaviours of
humanity, and condemned as ité destroyers. .And all of these themes,
and meny other modern myths, were to azpear in works that followed

Frankenstein's blueprint, combining art and science with care and purgose.

Thomas D. Clareson points out thaﬁ science fiction came igto its
own as 8 literary genre at more or less £he same time as realism
- became a primary force 1n literature, in the period between 1870 and‘
1910. During this time, there were at ieast as many euthors exrerimen-

ting with the "new fantasy", as he calls it, ss with realism. The

21
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importent distinction between the two modes of expression lies 1n the
aspect of fhe mechanized universe on which each mode focussed. The
realists chose to deal yith'the threat qf nihilism, with the resulfs
inherent in such a universe. Science.fiction examined the sclentific
ahd.fechnical developments themselves, the visusl reality which com-
pleﬁents the emotional and psychic reality of the fealist/naturalist
uriters.. In Professor Clareson's words, science fiction gecame at this

time "the other side of realism, the companion response to the new age

of sclence.” 23 Some writers of sclence fiction focuscdnly“on the wonders

of science,pursuing the myths of progress and science as efr major patterns
of expression. Others, following more closely in the Tgotsteps of Shelley's

r myths, and of

Fronkenstein, used these myths as ways of developing o
expressing inner truths in the manner{of the rea . e first group
of sf writers can be typified in this time period by the French author,

Jules Verne, The éecond group is exeprlified by H.G. Wells.
. _ =

Jules Verne is generally considered to be the ultimate scientific

realist. He 1s concerned with gedgets and technology, end his stpries are
filled with marvelous inventions,. many.of which have proved t6 Ye remarkably
accurate models for later inventiohs, such as submarines. He 1s‘clearly

a believer in the myth of progress through science. His basfic assumption

is that the world will te saved by science, and that man i automstically

23. Thomes D. Clareson, "The Other Side ealism,” in SF: The Other
Side of Realism, Essays on Modern Fantasy and Science Fiction, €éd. Thomes D.
CTereson (Bowling Green, OhIo: Bowling Greén Unlversity Press, 1971), p. 9.
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improved along with his environment. The author‘devotes His attention
to Bharingbuith h:s readers hig own sense of wonder and delight, so that
his stories, gain great public appeal. The works a;gﬁgenerally tales of
high esdventure. Verne's heroes explore the.innerhgggéhs of the globe,
the surfac; of the moon, and the marvels of'the sea. Yet, while ;he
escape element is strong in his work, Verne never wholly leaves the

real world. His scientific deteil holds him to the earth, while sllowlng

him to suggest the possibilities in an expending universe to his audience.

J

: .7
Robert Philmus states that Verne's viewpoint takes the form of a

private myth,

embodying his own beliefs, rather than displacing, and

" thus commenting upon, the historical condition of men.
This is not to say that Verne disregards history; but
usually historical actuelities, instead of generating
Verne's myths, are subsumed as part of his private ahis-
torical vision. 2k. .

The intensely personsl view of Verne is called an inverted myth by
Philmus end Roland Barthes; rather than the myth of man ;eeking trans-
cendance and uni£y with natu?e, Verne's myth "is an introverted vision
of wman seeking self-enclosure.” 25 The factual details that are used
in the stories add to the personal element of the myth because they

are parts of the author's "resl world," and have meaning to him. PBecause

2. Robert M. Philmus, Into the Unknown: The Evolution of Science
Fiction from Frencis Godwin to H.G. Wells .(Bérkeley:  University of Call-
fornia Press, 1970), P. 33-

25. Philmus, Into the Unknown, p; 34,
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of the private and self-contained nature of Verne's myth, few of the
modérn myths with any general application are used significantly in
his fiction. 315 settings were always in his world, rather than in

humanitj‘s. As Doneld Wollhelm voints out,

his scenes and his,cﬁéracterizations never changed -- they
were always reflected against the unvarying politicel scenery
of the latter half of the nineteenth century. There is no
evidence of social change in his works -- his inventions do
not change their inventors nor their users. Sometimes one
like Captain Nemo or Robur mey dedicate himself to righting
wrongs, but the motivation even then is usually revenge or
personal vindication rather than any soering desire to move
the human condition forward. 26.

The personal, privete myth of Jules Verne is in marked contrast with
the more general, public-oriented myths of H.G. Wells. While elements
of the Wellsian story can be seen as private, such as the recurrent rattern

of escape from confinement in The Time Machine, When the Sleeper Wekes,

The Island of Dr. Moreau, and other works, the application of these

elements is never restricted only to the author, but can be seen in terms
of humsnity in geneéral as well. "One never loses the awareness,” states

Robert Philmus,

thet the fantastic state of effairs in Wells's science fiction
relstes outward to the public world, thet it displaces and re-
flects upon the realities and possibllities of man in society;
wvhereas in most of Verne's fantasies, the private myth 1s cen-
tral and moves, ss it were, inward on itself. 27.

26. Doneld A. Wollheim, The Universe Makers: Science Fiction Today
(New York: Harper & Row, Publishers, L97L), p. 19.

. 27. Philmus, Into the Unknown, p. 34. -
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Wells's concern is social, rather than personal. The myths he uses

are accordingly the myths ‘of society in general.

H.G. Wells's first novel, The Time Machine, was serialized in

"The qu Review", a porular pericdical, in the January through May,
1895, issues, at a time when Jules Verné was the tqp science fiction
writer in the world. Its immediste porularity testifies to the power
of the myths the tale embodies, and Wells wss hailed as a brillient

new star on the literary horizon. Sam Moskowitz rolnts out:

The views of many critics on Wells reflected those of

novelist Ford Madox Ford in 1898: "I do not have to assure
you that it did not take us long to recognize that here was
Genius. Authentic, real Genlus. And delightful at that." 28.

Bernard Bergonzi spesks of the precoccupation with the future as

being typicel of the fin de siécle mentality, snd he suggests that Wells's

story of a man displaced in time is a "minor", or modern, myth. ?9_£P
eny rate, it is certeinly & preoccupstion with H.G. Wells; fd;hmgé; éf
his writing reflects an intense interest in the future, and this tale
of explorers in time was rewritten several times, along with some ar-

ticles dealing with the scleantific aspects of time travel theories.

Ingvald Raknem suggests that The Time Machine was the f£ifth or sixth

28. Sam Moskowitz, "Introduction, A History of Science Fiction in
the Popular Magszines, 1891-1911l", in Science Fiction by Gaslight, A History

and Anthology of Science Fiction in the Porular Mogazines, 1691-191T {Cleveland:
The World PuolishIng Company, 1908), p. &5.

29. Bergonzi, The Early H.G. Wells, p. 35.
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version of the story. 3°

Thé setting of the final version, .The Time Machine, is a typicel drawing

room in & middle-class home owned by the Time Traveller, himself a tyrical
middle-class man of the 19th century. He is surrounded by his friends,
who are equally typical. wells is careful to give these men no clear
names, except to toss in "Dash,” or "Filby," or gimilar non-names. They
are types, recognizable sterectypes of men.at the end of the 19th century,
and it is aé’%ypes that they esre generally referred to. They are the
Medicel Mean, the Editor, end the  Very Young Man. By using types, Wells
allows the reader to delve into the story itself, without the need for
elaborate character description of these 1isteners; They are immediately
recognizable to the reader, from whose world they are drawn; and the reader,
by so easily recognizing them, is able to become one of the listeners himself,

The opening chapteré of éhe novel show us the inventor

entertaining his friends, 8 grougr of professional men, in

the solid comfort of his home at Richmond. They clearly

derive from the 'club-man' atmosrhere with which several

of Kipling's short stories oren, and their function in the

nerrative is to give it a basis in contemporary life at its

most ordinary and pedestrian.... 3l.

Once the reader has been initiated into the group of
friends, he is prepared for whatever is to come next. 32. -

30. Ingvald Reknem, H.G. Wells and His Critics (Oslo: Universitets-
forlaget, 1962), p. 393. The original version ol the novel was a short story
that Wells never completed, called "The Chronic Argonauts.” What exists of
the story is included in Bergonzi's, book, The Early H.G. Wells, along with
another early work, "A Tale of the Twentietn century, Tor Advanced,Thinke¥s."
Poth stories reflect the immaturity of VWells as an author in the 1898*2%2

31. Bergonzi, The Early H.G. Wells, p. 43.

32. Bergonzi, The Early H.G. Wells, p. Lk,
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. {
The lack of character descriptfg .8 especially

A N
in the early part of the book, is & flaw in Wells's style that can be

found in all his early romances. It 1s a rendipitous flaw, however,
since it allows thé reader to examine the story itself, without becoming
. I

too involved with characters. Wells's ideas remain the most important

feature of his science fiction stories.-

The Time Machinewyields up a wide variety of myths to the studious

reader. A suggestion of the scientific quest after knowledge motivates
the Time Treveller in the beginning. It is his curlesity, éroused by

theoriles 6n the fourth dimension, time, that first lead him to think of
the possibilities of travel through time, Még;'he asserts, has the in-

teiligence to travel infthe three physical dimensions of space:

up Against gravitation in 8 ballocon, and why
hope that ultimately he may be able to storp
or acke te his drift along the Time-Dimension, or even
turn ebout and travel the other way? 33.

N
The concept of time travgl is 1ogically impossible; raradox and accidents
in time travelling argﬁe against it. But since time travel is used as a
' &evice in the story, and not as the story itself, the lack of scientific |
plausibility does not matter. Travel through time is & mythic symbol ogl

the quest of the herc for truth, or knowledge.

33. H.G. Wells, The Time Machine (New York: Pyremid Books, 1955), p. 1c.



N

28

In The Time Traveller's adventures among the Elol and Morlocks
in the year 802ﬂ701, Wells introduces a number of other patterns that
cen be viewed as modern myths. There is a Wellsien comment on Dafuin‘s
theory of evolution in_the movement of the work from the nincteeﬁth.
century to the year 802,701, and ultimately beyond the time of humanity
to the silen£ end of the world. This evolutionary movement is rep-
fesentea in various other themes; the economic class-struggle of the
nineteenth and early twentieth centuries, reflected 1n‘the divislon
of mankind into Eloi and Morlock; the struggle of technology.égainst
nature, shown in tﬁe horror of the underground world of the Morlocks
and the Eden-like garden of the Eloi; anﬁ the archetyral battles\of
1light and darkness, good and evll, innocence and experience that have
attended the evolution of humanity through the millenia. And finally,
the Time Traveller himself, as an enlightehed hero, returrs to inform
his friends of the success of his quest, only to leave again, like
odysseus, bringing yet another mythic plece into the pattern of TEE

Time Machine.

Evolution, like the future, is an imrortant topic in thé 1literature
of the eighteen-nineties to the nineteen-twenties, partly beceuse of
the continuing contfoversy over Charles Darwin's theory. In The Time
alternatives to Darwin's ideas. The reversion in Moreauy from men to

beast and the "devélution" in The Time Machine from man into, first,

Morlock (described as ape-1i in the novel) and child-like Eloi, and

ultimately, "a thing like 4 huge white butterfly” end "a monstrous.icrab-



like creature" in the remote future, suggests that We¥£§ did not want
his readers to simply accept the general bellief that evolution was
somehow designed to lmgprove humanity 5 lot. Philmus\\hotes WeLls ]

essay,'"Zoological Retrogression,” on the subject:

", ..s0 far as any scientist can tell us, it may be that ...
Nature is, in unsusyected obscurity, equipping some now

humble cresture with wider possibilities of appetite, en-
durance, or destruction, to rise in the fulness of time

and sweep homo eway into the darkness from which his

universe arose. The Coming Beast must certeinly be reckoned
in any anticipatory calculations regarding the Coming Man." 34,

This idea also plays a role in other stories by Wells, most notably

The'War of the Worlds (1898).

Most critle

draw sttention to the apparently Marxist idea of

humanity evolving ifta_two diminished races in The Time Machine.

But Wells was careful to avoid rurning the story intc a simple Merxist
allegory, by refusing to allow either the Elol or the Morlocks ﬁb re-
main fully human. His socialist attitudes allowed the idea of a "master
class" to be shown as ultimately self-defeating, in the picture of the
child-like, beautiful, useless Eloi; but he did not simply show the
superiority of the workers. The Morlocks are indeed now the masters,
but they are monstrous, and seem less human even than the degenerate

Eloi. Aldiss (and others) have called the Morlocks the "submerged

34. H.G. Wells, "Zoological Retrogression,” The Gentlemsn's Magezine
(Sept. T, 1891), p. 253; quoted in Philmus, Into the Unknown, p. 12.




.

nation," and see the split humanity as an artistic rendering of Disraeli's

-~ 30

Two Natlons. 35 Wells himself,‘through the Time Traveller, agrees iron-
jcally, ‘while suggesting that man no longer exlsts in his descendants.
The Mofléaks are beasts of prey, end the Eloi are Yatted cattle; but are

they men?
7

A persistent modern myth is that of the machine ageinst nature. In |

The Time Machine, Wells shows the physical changes that occur along with

the sociel ones in t;is battle. The sociel changes, of course, appeer in
the divided humenity. Tge Eloi, the eristocrats, sre shown as belonging
to neture in this sfruggle. They'live in the‘garden-like atmosthere of

the upper uorld; Their lives are at first described in idyllic terms, as
they laugh, play, and eat of the fruits of the garden freely, with no

need to work or struggle for anything. Rerresgnting the technology of

the machine are the workers, the Morlocks:' They live in the bowels of

the earth (the submerged nation), and they toil to keep the lives of the
Floi carefree. But the apparent masters, the gentle Eloi, have become
mestered by the Morlocks. Fear, as the Time Traveller states, ‘has coﬁe
back into the world. The appearances of the world of 802,701 ere deceiving.
Natgre has not won the.ultimate battle. And, with the passing of time,.the
garden will rass away with humenity, leaving the world a stark and awesbme

place. Chapter 11 of the novel describes the end in striking images that

chill the reeder's imaginastion.

“

of the besttle of light versus dark, 1ittle need be said. The Eloi

35. Aldiss, Billion Year Spree, p. 116.

o
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are representative of the upper world, end of light. The Morlocks,
. dwellers in the dark, cannot live in the-light. The TimﬁtTraveller aligns
himself with thé Elei, and uses fire/light in his‘struggles againsf the
Morlocks. He amuses the Eloi with matcheé; matches are used to drive
the mole-like Morlocks back into the darkness in his first venture into
their tunnels. ﬁe sets a fire in the forest to drive the creatures away
when he and Weena, the Eloi girl, are forced to travel at night. But Wells
" adds an element to the myth; he shows that light, associated uith good, can
also destroy. For the fire the Time Travel&er lights spreads, destroyling o
a part of the garden-like world of the Eloi. The fire, a symbel of defense
against the Morlocks/forces of evil, also becomes a symbol of the coming
destruction of the Eloi by the Morlocks. And in his final escape from
the year 802,701, the Time Travellef discovers that his matches will not

burn, and that he can no longer frighten the Morlocks away from him.

After this iast struggle with the Morlocks, the Time Traveller moves
on to the end of the eartn. He discovers that'there is nothing left of
humanity at all, and only monmstrous crabs and an unspecified flepring
creature are left to inherit the earth. He has seen mankind's destiny.
His quest is ended. BSo, he decides to.return to his own time to tell
his story. He does mot expect belief from his audience.

'To tell the truth ... I hardly believe it myself .... N
And yet ...'

His eyes fell with a mute inquiry ugon the withered
white flowers upon the table. 36.

36. Wells, The Time Mechine, p. 134.




P

32

The Time Traveller, like Od§saeus, hes seen things that no other
man of his time has seen. Like a prophet, he relates what he has learned,
and even offers proof in the form of the flowers given him by the Elo; |
. -
girl, Weena; and, like a prophet, he is not believed. True to the mythic
‘pgttern, he leaves his "land,” or in this cese, his time, to return to

-

some other era, thus resuming his eternal quest,

-

‘The fact that The Time Machine, and Wells's other scientific ro-

mences, remsin popular today, eighty years after the first publication,
attests to the powerful grip on the imagination of the modern myths

which meke up its themes, and to the importance of Welld's skill at
telling a story. For ultimately, it is because Wells was a superb srinner
of tales that the mythic structures in his works are diééerniblg p§ the

reader. As a first povel, The Time Machine is an incredible achievement,

and one which Wells was hard-pressed to match in his later works. The

Time Machine remains a classlic of science fiction, and H.G. Wells set

the pace for mény writers in the genre in this century.

Although Verne was the first fopular science fiction writer (Aldiss
declares that he was, at any rate, "the first to succeed 1n it~ commer-
cially,” 37 ), and Wells is one of the first important influences o -
20th century science fiction authors, meny other writers around the

turn of the century were dabbling with the tale of science and adventure,

and with sf themes. Among the best known of these writers are Robert

37. Aldiss, Billion Year Spree, p. 95.
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Louis Stevenson, whose The Strange Case of Dr. Jekyll and Mr. Hyde
g - —_

(1886) contains many of the mythic patterds that Mary SQQ&ley used in

Frankenstein, and, like Frankenstein, has come to be viewed as a myth

in its‘tmr’éz:gk ark Twain:(ﬁ: Rider Haggard, end Jerome K, Jerome, -
an

all of whom turned o sies, ghost stories, and scientific romances;

Rudyard Kipling, who used manj sf themes in his storles, and whose yoem, IT"
"The Voortrekke;," recently inspired a short story by Poul Anderson;

William Morris, Enward Bellany, and Semuel Butle;, who produced utopian

novels; Thomas Hardy, in whose works evolution was a major influence -

38

and theme; and Sir Arthur Consn Doyle, most famous for his Sherlock
Holmes stories, who also wrote a number of respectable sf stories for

the popular magazines;

The most popular patterns and themes of-the time included lost races ‘
and worlds, narvellous inventions, rrogress {or problems)-through science,
and of course, the ever-present, all-pervasive evolution.  George Bernard
Shaw made a 1asting contribution to the.myth of evolution when he wrone \

his plays Man end Supermen (1903} end Back to Methuselah (1921). His

theory of Creative Evolation has influenced virtually ell sclence fiction

treatments of eyolution since the 1920's. A partiel reading list, showing

L
i

the extent of this influence, was published in the Shaw Review in a special

edition on GBS and SF, %2 and Colin Wilson states®that "since Shaw wrote

38. An interesting discussion of Hardy's use of science fictlon themes
aprears in Aldiss, Billion Year Spree, pp. 88-9l1.

39, John R. Pfeiffer, "A Shaw/Science Fiction Checklist," The Shaw
Review, m (May, 1973), pp. 100-102.
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Back to,Mefhuselah, science fiction has become an established genre,

and it has even become quite respectable.” 4o (Moskowltz claims thet

it was the jbblication of Wells's The Time Machine in "The New Review"

Yin 1895 that achieved respectability for science fiction.} Science
fiction had be@bme a very porular literary form, at any rate. Most of the
mﬁJor periodicals were Eaflish{pg science flction stories, and most of
the important writers of the time used science fiction themes in some,
at least, Qr thé?& works. But there were changes in the wind; the pro-
found social effects of World War I shifted the focus of literature,
and changed the’g%plishing hébifq - énd‘the history -- of science

fiction in the twentieth century.

4

York: Warner Paperback Library, 1974), p. I8.
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With the War there came a change in public attitudes. The o;i
timistic belief that science would make the world into a utop;a for
lmankind had been shaken, and the potentiml of technology and scienc?
for destruction wes brought home to people foreibly. The reading
public still enjoyed stories about scientific discoveries, but for
a whilé at least the emphasis‘moved from social concern in the Wells
fashion to high adventure among the stars. Moskowitz points out
that the. science fiction of the gaslight era between 1891 and 1911
was almost gluajs set in the times and the world in which the stories
were written. 4 But now, when the world had become a terrible,
tragic rlace, peorle wanted to escaye. The autho}\who was- to succeed
H.G. Wells in the public imaéination as the,most important writer of
gscientific romance was Edgar Rice Burroughs.

o

E.R. Burroughs is most widely known for his character, Tarzan.,

The ape man appeared for the first time in the October, 1912, issue

of The All-Story, with the publication of the comple%e Tarzan of the

Apes, the first of a series of highly succesful stories about one of
literature's most famous heroic characters. But Burroughs's first

novegl was not about the jungle man; it was a delightful scientific

L. Sam Moskowitz, pp. 12-13.

35
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fantasy celled Under the Moons . of Mars, published as & serial under the

by-line of "Norman Bean"” between February and July, 1912, in The All-

Story Magazine. b2 Burroughs wrote a series of "Mars" stories, featuring

a tranéplanted esrthmen, John Carter, in a Mars that vas a fascinating
mixture of fact and fancy. There were élso series set on Venus snd in a
subterranean world, Pellucidar. His works were straight édventure,_uith
no attempts at extrapolation such as Wells's fiction elways included.

Burroughs only wanted to keep his readers entertsined, and he succeeded.

Typical of the Burroughs romance is the use of & few facts to
add not realism but glamour and excitement to the setting of the story.

The Tarzan edventures mention tigers in Africa,'where there are no

‘tigers. Burroughs's version of Mars blends details gleaned'from the

work of Percival Lowell, the well-known astroncmer, with descrigptions
of very earthly items to produce a world that is at once familisr and
exotic. 43 The trees of his Mars are still trees, not the alien growth
thet one might have found if Wells had traveiled in fiction to that
world. It is not a concern for what things could Be, or what they

could mean, that moves Bﬁrroughs to place his heroes in settings

1ike "Barsoom” (as his Martiens call their world); it is simply the

romence inherent in the ides of an intelligent species, stru - g

for survival on a dying planet, buildiﬁg canals large epough to be

42, Moskowitz, Science Fiction by Gaslight, pp. 48-49.

43. A discussion of Lowell's ideas may be found in Intelligent Life

in the Universe, I.S. Shklovskii and Carl Sagan (San Francisco: |Jolden-Day,

Trc., 1890h), pp. 275-278. The suthors mention Burroughs's use off Lowell
on pp. 276 and 364. A

S
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visible across the gulf of space, that sppeals to the author, end
to his sudience. Brian Aldiss sums up the difference between E.R.

Burroughs end H.G.Wells in a few words:

Wells is teaching us to think. Burroughs and his lesser
imitators are teaching us not to think.

Of comrse, Burroughs is teaching us to wonder. Lk,

This is an important point, and the reason that Burroughs is still
enjoyable for the young reader, despite his lack of reality. .Carl
Segan, one of the finest popularizers of science todey, has described

the impact of Burroughs on his own life:

.«. the name invented by Burroughs that hss haunted me
across the years is the neme he imagined the Martians gave
to Mars: Barsoom. And it was one phrase of his more than

sny other that ceptured my imegination: "Theé hurtling moons
of Barsoom."

+e. We know how our solitary satellite looks to the naked
eye from the surface of Earth. . But what do the moons of
Barsoom look like from the surface of Mars? This question,

which intermittently plagued my boyhood, was not to be an-
swered until 1971 and Mariner 9. 45,

The sense of-wondéii:; Burroughs's writing was strong encugh to
help in the formation of ;\%oy vho was to become one of North America's
brightest young scientists. If curiosity is not one of the moti@aiing

factbrs in Burroughs, it is at least one of the results his work schieves.

L4, Brisn Aldiss, p. 158.

k5. Carl Sagen, The Cosmic Connection, pp. 101-103.
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The dominating myths in E.R. Burroughs's writings are the hero,

the noble savage, 46 evolution (especinlly in his novel, The Land

That Time Forgot, first published as & bock in 1924), end alienation.

This last myth is tied in with the author's attitudes towards sex
and parents by Brian Aldiss and Lesllie Fiedler. Aldiss mentions the
"frequency with which mystery surrounds :xhél birth" of herces in

Burroughs's works.

Carter [of the Maers storieé]recalls no childhood, has always
been adult, and remains at about the age of thirty. Other
instances of chlldren, like Tarzan, lost to or estranged from’
parents are many .... The women of Mars, llke the women of
Caspak, are oviparous; in other terms, children ere born away
from or rejected by their mothers, rather as Terzasn is fos-.
tered by en iphuman creature. More widely, in psychoenalyticel
t ive on the Moon or another planet is to accept loss

c;/} en of his contemporary world as the protagonist in his stories,
t Burroughs created "supermen, true heroes with which [ﬁhe readeré:
could identify, set ageinst a background more colourful and enthralling

48
than anything since the falry tales of their youth." And the

presentation of his charactefs was much more skilful then Wells's
A4

characterizations had been. “The less disturbing, but more romantic

&*

4. Cf. the discussion on this theme on pp. 16-17 above.

47. Aldiss, pp. 166-167. Aldiss quotes Fiedler on Burroughs on
pp- 169 and 179. .

*

4,8. Moskowitz, Science Fiction by Gaslight, p. 49.




