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station JL, T IN A\ SPeAKING

I think 1t's perhaps appropriate at this time to discuss a couple of thoughts
suggested by several readers in response to the first issus. While opinion was
almost unanimously in favor of the magazine, a couple of resders did noi see any
value in the putlication of speeches from conventions and conferences.

Let's look at the comment of one well-known fan: "Often delivered from hasty
notes, relatively few gpeeches are sufficientiy well 'organized to make readable
articles, and even fewer are on very exciting topics." And, from another well-known

fan: ".....if a thing's worth saying in the first place it should be said in print
in the first place."

These two comments overlook the entire concept of speechmaking, not only as
it applies in particular.to fandom. but also as it applies to the world in
general.’ Speechmaking is in effect the combination of written article together
with the presence of the writer, the article being delivered orally by the writer,
rather than in printed form. Its interest lies in the pleasure of the writer's
presence, which is not possible when you read their work at home.

Speechmakipg,. particularly in fandom, has other adventages over the printed
article. It's doubtful that 99% of the speeches given at conventions and con-
ferences would ever had been compesed were it not for the opportunity the speakesy
has to deliver it in person to an a:dience. iost of these speeches are directed
to the fang, thus without the opporiunity to give them at the cons, they could
find presentation only in the fanzines. And the reasons why the fanzines aren't
full of articleas by these speakers are numerous and well-known.

Also, unless the speaker 1s read‘ng from a prepa.red text, the result is quita
different from what it would have bteaa Af written ~ more informal and candid. The
presence of the speaker allaqWws the members of ‘he audience to discuss, take igpue
with, or express agreement with the tepie(s) raissd Ly the speaker with him at
that tinme, sometning seldom done when sitting humé reading & magazine.

Speakers who are invited, to participate in the program of a con sufficiently
early, do, almost alwaysD prepare their speech. whether it be completely writing
the text word for word, and then veading it from the podivm, or merely selecting
a title and subject, and just thinkilag about it until making notes from which to
speak during the last week before the affair. Either way, this is pwaparation,
and the results illustrate this. an »xzamyie? How about Ted Sturgeon, avd his 1961
Philcon speech published in the last iss: et This was presented coumpietely
extemporaneously, withnut notes or other aids, yet showed all the care and
craftemanship of a speech read from a prepared text.

It has generally been proven that any con which waits until almost the last
waek to invite speakers.for their program usually doesn't come off too well =
because the speakers have not had sufficient time to prepare a speech worih
presenting. And the speakers you don'‘t find listed at all on the program are
usually last minute fill-jin guests, completely unprepared, and with few exceptions
rrove to be vastly inferior to the well-prepared speaker.

Historically speaking, any speech could be considered worthwhile for pubdli-
‘@ation, whether good or bad, toplcal or timeless. However this frame of referance
is subordinate to the primary conslderations of topic, quality, or enjoyment, or
combinations of the three. And while I'd like to satisfy everybody. every issuse,
I know you are not going to agree with me all the time.

Good readingacees Frank
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For some unknown reason or other there seems to have developed an unwrltten law
that critics cannot be c¢riticized. Thus, any writer, actor, or singer who fights back
at a critic--—no matter how biased the critic is, cr how little he knows of the material
he is criticizing, or whether or noi he is telling the truth-—is, a.utomatically. a
sore-head and should be putlically castigated for his temerity.

Not that I'm against free speech. I am very decidedly for it. I believe, however,
that both, sides should have it. Thus. when Conklin says that he read my "Gray Lensman"
with, quote, "Alternate waves of incredulous iaughter and dull, acid boredom", nnquote.
I have no grounds whatever for objection. That is, in essence, & statement of one man's
opinion of my work, and as such is unquestionable and unanswerable-—except, perhaps,
by an investigation into the blas that made such an op:.nion possible,.

However, when Boucher and iicComas say (F&SF Jan. 1954) of Heinlein's space-~drive,
quote, "Beautifully worked-out system of congruencies in folded space which is,
physicslly and mathematically, the most plausible method we have ever encountered",
unquote, they are seying something---either in ignorance or otherwise---that sinply
is not true, and it seems to me that rebuttal 1s very much in order. By inference,
they are claiming to know n-dimensional mathematics, whereas the internal evidence is
completely definite that they do not. It is a virtual certainty that I know a lot more
about advanced mathematics than Boucher and iicComas do, and my findings are that
Heinlein's "congruencies" are no more plaugidle-~--and no less so, either, by the way——
than the sub-ethers and the spacewarps that have been used for years.

In fact, the only really mathematically plausible super-light drive 1 hava ever
heard of---the mathematical theory of which was developed by Dr. Alastair Cameron and
a couple of other PhD's in nuclear physics---~is based upon the control of sub~atom:.:
probabil it ies and is so utterly wild---it gives instantaneous translation across any
finite distance---that nobody except a PhD in physics or mathematics would stand fox
it! But to get back to this article: what started it was that, & couple of years agu.
I attended a luncheon, .after which there was held a panel discussion of ecriticism and
critics. The moderator was Frederick Babcock, the panelists were other well-known
people in the world of newspapers, books, and-the theater, -

During and after the discussion, which was not entirely without rancor, the opinion
vf the great majority seemed to be that most critics, from Clandia Cassidy down---ox
up---thought they were gods and that something ought to be done about it. However, as
far as I know, nothing ever was. Later, discussing the thing with a SF editor, I said
that someone should make an exhaustive study of SF critics. He agreed with me, and said
that if I would do the job he would publish it. I accepted the assignment and went to
wWork.

¢Pregsented Friday evening, September 2, 1955 at the Cleveation, the /3\
13th World Science Fiction Convention held in Cleveland, Ohio. Y/
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Going through my files of megazines, I listed end abstracted all the reviews I
could find of nearly five hundred bocks, rauging in content from pure SF to pure
fantasy. Each review of each book was graded, as follows; 1 -- very unfavorable; 2 -
unfavorable; 3 -~ non-~committa’ or so-sog 4 - favcrablas and & by - very favorable.
Shortly, however, I found that I had to add a z3ro grade to take care of certain
revievers' opinions of Burroughs, Asimov, Howard, Merritit, Doc Smith and a few cther
such bunions on the grcat toe of therature.

I tabulated the nmeteen-hundred—odd indiridual grades, subjected them -to the
various operatious of statistical analysis, started to work up the article---and
quit cold. for I had more zeros than any ot-her wribter in the field. Boh Heimlein,
with a straightv-across-the~board average of .8 could probably get away with such
an article, but I simply didn't have the nerve. ¥hile I am sure that the criteria
I emglo,;éd ‘reduced my personal bias to a puﬁnt at which it could not affect the
velidity of the final scores in the first decimal place,” I could not prove it to
.. anyone not familiar with the mathematics involvad. Hence, the only outcome of this
project was a note I wrote to Campbell. congratulating him upon his choice of P.
Se Miller as Took reviewer.

+ - However, since I was fairly certain that I would have almost as many friends
'in thie audience as enemies, I agreed to ; give a brief summary of the analysis to
you fans ?ssembled here. : ol A

The critics involved are: P. S. Miller, Groff Conklin, Boucher and lcComas,
Merwin and wines, ‘Damon Knight, R. W. Lowndes, George 0. Smith, Robert Frazier,
Lester del Rey, Mark Reinsberg, Sam Moskowitz, Forry Ackerman, L. Sprague de (amp,
Katherine liclean, and Kendell Foster Crossen.* In regard to the last named, alli I
willl say-here is that his book -reviewing is just about what cculd he expected of
the man who wrote that "Take the science vut of science fiction" guest editorial
for STARTLING (Feb. 1953), ‘and who wrote, in FUTIRE (Nov. 1953, p 1) quote,
“Discounting such writers as Aldous Huxley, Geoige Orwell, and Ward ilooTe.....
science fiction writing has been poor 1nd.eedmo..°1t has fed on the admiration of a
small’ select circle.....the very make-up of the audience. editors, and writerg~--
an incestious professional daisy-chain--—-was one which, I suspect, scared away the ,
writers who night have che.nged it. " Unquote. Exit Crossen.

It will be noted that two prominent names are absent from this list-~-Leiber
and Derleth, This is‘because their reviews appeared in newspapers, not in magazineg.
I read many of them, but did not save them; hence en una.’ole either to evaluate them
exactly or''to give specific references. Irom memory, however. I would pu.t Leiber up
near Miller,; Derleth somewhere 'betWeen Conklin and Boucher———pro‘bably a little
CIoser to Boucher. ' : '

Sinoe’it is impoesible'- to present any detailed data in this paper, I have
selected seven' authors, each having had enough books-reviewed by enough different
critics so that the numerical ‘:results are significant to the first decimal place, -

*This article, while it dates back to 1955, is still true; and a
continuation af it up through 1962 would, I think, show the same
.results~—-with, of course, & feWw 'new names ad.d.ed.. (Doo)
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First, Heinlein. His average grades are as follows: Miller 4.5; Conklin U.5;
Boucher 4.8; Merwin-Mines 4.7; Damon Knight 4.5; Lowndes 5.0; G- O. Smith 5.0;
Ackerman 5, 0 It will bve noted that Miller and Conklin gave him the same average
grade; Boucher a significantly higher one. Why? My guess 1s that Miller and
Conklin deduced what I know to be a fact, that even the greai master of us all
wrote a pot-boiler now and.then—-and upon-tWwo or three occaslons wrote with his
tongue stuck so far inlo his cheek that he must have Looked like a squirrel
pouching a waamit. I am referring, of course, to the Doctor of Philosophy whose
like never was on land or sea and never will be---and I was very much surprised
that Boucher, such a stickler for verisimiiltude, credibility, characterization,
and so on, didn't part Bob's hair with a baseball bat. for that one.

Second, Asimov. Here again Miller and Conklin each give U4.3; Merwin-Mines
also 4 3; Lowndes is again high with 4.8, Georgs 0. Smith is down to 2.9. Boucher
is really down---to a flat 2.0. I have no bypothesis to explain these facts.

Third, van Vogt. Here the field really reverses itself. Tony Boucher is high,
with a flat 5.0, Lowndes 4.7; Miller 4.6; (onklin 3.9 (notice the abrupt departure
from Miller's grading); and Smith is low with a 3.0.

Fourth, lierritt. iiller 5.0; Conklin 3.,2; and Boucher and MeComas cut him
down to a flat 2.0,

Fifth,' Bradhury. Boucher & McComas and Fra.iier each award the maximum grade
of 5.0. Merwin-ifines 4.4; Comkiin 3.9; Miller 3.5.

Sixth, Robert E. Howard. Miller 4.6; lLowndes 4.2; Merwin-Mines 4.0; Conklin
1.7; and Boucher-McComas &lso 1l.7.

Seventh, E. B. Smith. Miller 4.1; Merwin-Mines 3.1; G« O. Smith 3.0; Frazier
2:0: Conklin 1.8; and Boucher & McComas a flat 1.0.

The results from which these averages were taken, properly plotted om
coordinate paper, show conclusively who is blased, toward what and against what,
and almost exactly bow much. They are interesting, believe me-—and if any of
you are really interested in finding out what makes crities tick, I suggest that
you repeat this enalysis and see whether or not you check my results.

Now for a few specific items that struck me as being worth mentioning in
detail. Lowndes, Writing in FUTURE. (Nov. 1952) said, quote, "...Norvell Page's
BUT WTITHCOUT HORNS 1is, to my way of thinking, not only the outstanding, btut the
only plausihie approach to the superman theme..." unquote. He is the only critic
in this sctudy who did not bow down and woxrship Odd John. Thus, the editors of
F&SF (Boucher & McOomas) say (Sept. 1953) quote, "...0laf Stapledon remains the
greatesi thinker in science-fantasy..." unquote. Now to my way of thinking 0dd
John' remains one of the poorest pleces of characterization and motivation ever
perpetrated. He was, by definition, a supermar--~yet he lived a 1ife of hopelessiy
abysmal frustration and futility and Wound up a suicide. Hurrah for Lowndeea

Yet this same Lowndes went 'way. 'way off the beam when he reviewed (DYNAMIC
June 2953) Jack Willlamson's SEETEE SHIP. About Jack's SPACEMAN'S HANDBOOK and
the chromium-plated gingerbread on the o0ld house he said, quote, "Every last
meticulous detail...is as false as a dollar drum." Unquote. This statement is
simply, definitely, and demonstrably untrue. Engineering and technical handbooks
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are the moast important tools of my particular trade; I have worked with them fer
fourty-odd years; and anyone who cares to check will find many worse passages in
Perry, Knowlton, Marks, Kent, and Shunk---the five beet current handtpokse---than-
the one Lowndes was acreaming atoui. And as for chromesplated gingerbread not
getting rusty and dingy, all he has to do 1s look at his owu auiomobile—~—or,

if his trim 18 -8t111 in good shape (if it 1s, it ien't one-fiftd.eth as 0ld as
Jack's house was) he can come and 100k at ninel

Finally. any article on criticism must have a paragraph or 8o on Damon Knight.
I could not find emough of his detailed reviews to compute figures statistically

significant to the first decimal in all cases: but the indications were that he is
in a class all by himself.

He agrees with one side in his review (SCYENCE FICTION ADVENTURES Feb. 1953)
of Taylor Caldwell'‘s DEVIL'S ADVOCATE, quoie, ''This eloquent novel', says its
Jacket, making two mistakes in three wo:.'ds.! Unquote. However, this same critic
says .(FANTASY & SCIENCE FICTION Sept. 1953), .quote, M...a large volume by another
man.often labeled 'a master of fantasy', A. llerritt's DWELLERS IN THE MIRAGE and
THE FACE IN THXE ABYSS...We note this for those who seem to 1ike this writer's
work..." And, a few lines later, quote, "Isaac Asimov's SECOND FOUNDATION and E.
E, Smith's SECOND.STAGE LENSMEN..,should appease the appetites of those who, for
reasons we have never understood, are willing to go on year in and year out
reading hundreds of thousands of worda about Foundations and Lensmen" unquote.

The Greeks maw have a word applicable to the quality of. crit ical aculty—-—
or of inexpiicable selectivity---displayed in tying Merritt, Asimov. and me up
into :a bundle and tossing us down the drain.....but I don't know Greek. . :

To sum up: From a statistical analysis of approximately nineteen hundred
reviews and criticisms published in magazines of imaginative fiction, I eonclude
that the best and least diased have been writtem by P. S. Miller and published -
in ASTOUNDING SCIENCE FICTION; the pucrest and most atrongly bia.aed have appeared
in the MAGAZINE OF FANTASY AND SCLENCE FIC’lION i
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A discussion* by )

JOEN MW CAMRBELL UK .,

Editor of Analog ©Science Faect - Science Fiction, and

ED EMSHWILLER, e averd artist,
with SAM MOSKOWITZ as toderator

—
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- Introduction

SAM: The plar I intend to follow is this: We have taken
atout thirty slides of ropresentative science fiction covers
froi 1902 to present which wo will very briefly show through.
They are primarily cover art. The major reason for our showing
these slides is not to entertein the emdience, but to give the
two participants something to chew on; something to think
about, to kick thom off, in their conversation. Just as John
Campbell in the past has published articles to supply new
ideas for his writers; we are showing tnese slides to provide
ideas for the participants of this panel, and I will give a
very brief running commentary as we move through them.

O =~

[A reprosentative selection of science fiction eover
art, photographed by Christine Mosgizowitz, in full color, Was
shown. As the slides were flashed on the screen, a running
commentary on the artistic techniques and the ecover art
policies was given by Sam iioskowitz.

. O

Anong the samples chown were the following:

MOZ2M =W _.

W~ Mo full-color scenes from 1902 editions of
Franik Reade ieel:ly, possibly the earliest
regular publicatlon with color scisnce fietion

art in the United States. T
®— Frank R. Paul covers depicting The Skylark of { 5 ;

Space and the second issue of Amazing Stories

Qarterly.

*— A typical Argosy cover by Robert Graef,

(§
L

= The Fall, 1929 Science Vonder Quarterly, showing a scene from The Stone
From The lLioon by Otto Viilli Geil, by Frank R. Paml.

*Presented on Sunday Afternoon, September 4, 1960 at the Pittcon, the -
18th liorld Sciénce Fiction Convention held in Pittsburgh, Penna.



#»— Rarly Weseso covers from AnaZing Stories.

#— Farly iorey covers from Amaging Stdries including those with the
circular design motif.

-~ Sigmond's symbolic covers on Amazing Stories.

®»— Bug~eyed monster by Howard Brown on the first Thrill ing Wonder Storieg.

»— The first issue of Pl'ahet Stories. ;

*=Roger's Grey Lenesman cover from Astounding Science Fiction.

%= Frenk Kelly Freas from Fantastic Universe.

»—"Alex Shomburg on 4mazing Stcries.

%~ EQ Enchwiller on Astounding.

-#—liel Hunter from Fantagy and Science Fietion.

*— A combination symbolic and abstract cover from the British Sclence-
‘Fantasy.

*— A Christmas scene from thé December 1954 Astounding.
. »- A selection of current science fiction paperback covers./
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SAM.I thinz I will have the artist speak first beeause he 1s going to be 'speck-
ing from a production artistic standpoint, and certainly the ultiumate consumer, who
is John Campbell, will want to comuent on the economice feasibility of the points
that Ed makes.

JWC. I annot the ultimate consumer. They are. [Indicating the audience/
S A-M: shall we say the initial purché.ser? .

JW . ok i

S AM: e has to satisfy you before he gets to us. - : : >

EMSH:liy feeling about the series of slides that we just saw 1s that we have had
in science fiction, frow the beginning, illustrators of competence within the
franework of the current schools of illustration, We have had professional artists,
or professional caliber illustrators, from the word go, and the range and variety -
has begn quite wide. I think that it's evident that science fiction and speculative
fictios has attracted artists who felt tlat they could loosen up and let their
imaginations zo without being hamstrung by a lot of tight rules that govern many
of the other outlets for illustration.

I feel that, as far as where science fiction illustration is going, it
primarily depends on the people who buy the art, in choosing from among those
artists who present themselves. I feel that science fiction, as a commercial out-
let for illustration, attracts some people, some illustrators, becamse it allows
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forms of freedom and less typing of the individual than the general magazine
j1lustration field. It also attracts people who are trying to come up through the
ranks, and, sin:e this is one of the leact competitive flelds of illustration
because of the pay st:ale basieally, peopie who aire less finished illustrators try
to get samples and starts. hany, many illustrators use science fiction as a
steppins stone.

I feel that the artists who present themselves to the buyers are going to
determine the selszction, but it's going to be the peuple like John over here who
are going to set the character within the range that they have to choose from.

JWC: Bd ssys that it's the art director, the art selector, that sets the
character. 1 think it would be advaniageous if you wouid explain to the folks the
different ways in which different art directors work with the ariist. There's a
great difference there.

EMSH: Tkat's very true. In science fiction, which is of course the field in
which I've done the major part of my illustratioan work, I have received assigmments
from a wide range of people. These would run frou a specific assignment where I was
told practically where to place the people, and how and what they were to be
dressed like and so forth, through the case where I had to illustrate a story, but
had no idea of the story. to the case where I was given a manuscript and given a
free hena, and other cases where there's a discussion, give-and-talte, an expression
of ideas, to cases where they say: "We want something different from last month.

We had a black cover last month, we want a red cover this month." Almost everything
under the sun.

The illustrator, I feel, is hapolest generally when he has a pretty wide
latitude to work in and when he feels he isn't going to be typed, he isn't going
to be expected to do regularly one type of thing, tut has a fair amount of latitude
in the selection of his style, in the selection of material to illustrate. I hope
that answers thate :

JWCQC: I think it gives them some idea. There's a considerable variation of the
techniques by vwhich an art director works with the artist. In the case of the
system where the art director sayss "I want you to paint a picture of a girl over
here, and a man over here, and he's got a ray guan, and there's a space ship coming
down there." the artist is not told what the story is about. He's told what the
picture is, and how it's to be done. In this case I taink it's entirely true that
the art director establishes the ciharacter of tie art.

l.y standard operating procedure is somewhat different. I usually give the
artist the wmanuscript and tell him: "See what you can find, see what looks like a
good picture to you." Recently I gave a manuscript to Schoenherr to try for a
cover, a story by the name of Prologue To An 4nalog. He took it, stewed it over
for four or five days, and brought it back and said: "Here's about all I can get
out of this one. It's a dramatic story, it's got & lot in it, tut it's not
pictorial.™

Sometimes you can't get a satisfactory cover out of a particular story. So
that is not going to be a cover story. Instead we're going to have a cover for
Poul Anderson's new yarn, The longest Voyage. It's not always possible to get a
cover out of a particular story. Also, what two different artists will see as the
optimum cover picture can be entirely different, even given the same story. Because
one of the things that determines it 1s that artist's particular interest, his

particular specialty. :
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van Dongen does & lot of seacapes. for instange, You can therefore inagine
that if there's a story in which there is a scens with a seascape possibility, he's
apt to pick that area of tiae story., Kelly Freas likes to do the hard-boiled
sergeant, so if there's a scene in that stury in which there‘s an opportunity to
present the hard-boiled, tough-looking sergeant, he's apt to pick that scene. I
lize to give tne artist the manuscript and see what he gets out of it. I'm not an
ertiste I don't «now ukat can be done with art. I'm interested to find out. If the
artist can present something to me tnat I never thought of.....gee, this is. ﬁm'
Kow we zot something new to play with,

.I don't try to specify what the art should be. I want to find out what it
should be. I iznow some things that it shouldn't be, It shouldn't be so busy, so
complex, that the reader passing by the stand just gets a blurr of confusion. There
are a lot of ways in ohich a very complex thing canh be subdued to act as a mask, so
that what looks in s.me respects like a veory cumplex cover works out to be one
strong domivant theme stanaing out against a motviied background. It isn't very easy
to muake any rules whatever in dealing with art, Sometimes I've gotten excellent
results by saying, "ilow.this sort of thing can't be done.," Six months later some~
body who's heard me say that, and bas thought: "Oh yea? Well, let me see", he'll
come up with something that 1s precisely what I sald couldn't be done. And this
almost invariably makes a heck of a good job. It'll happen not only in stories
(one form of art), but in the graphic art. You know that story, Neadle, by Hal
Clement. I had commented to him that you couldn't write a detective story in
science fiction, it just didn't work. So that's why he wrote Needle.

Almost every time 1've made one of those flat statements, it's been the
cause for somebody doling a darn good pieco of work that has bDeen & lot of .fun. I'm
happy to make flat statements and have somcbody prove me a liar; I always come out
ahead! They may show me a liar, but they show me a darn good piece of art. that
I'm trying to do is to find what can be done that's more effective in selence
fiction art. Science fiction art is not all 'that easy.

Cne of my greatest difficulties 1s that the modern art schools have gone
over to this concept of abstract art and symbolism and impressionism. These, it
turns out, mean: I don't have to learn how to draw, I can Just put things on the
paper and say, "Ttat's what I want." They don't bother to learn the discipline cf
drawing. They don't bother to become draftsmen. That is the hard part of art. That
is the drudgery. That's the thing they don't want to bother to learn. Then they
come in and show me their blobs; and I don't happen to approve of their blobs, I
had one young woman artist vho spent about half an hour telling me how little I
knew atout art, beceuse I didn't 1llze her Dlobs. Sorry, my readers don't like
blobs either. This is what I have found.

I'11 tell you, :mcldenta.lly. there's a friend of mine, a young art teacher,
I'd been compiaining about the quality of craftsmanship in the art school graduaies.
He said, "Well, there's one thing about. it, you don't have to worry sbout the
people of the future thinking that tihis was the kind of art we did. It won't lasti."

lot only do they fail to learn the diseipline of draftsmenship, they also
fail to learn the dlsciplines of, their tecnmque, They mix paints that won't mix,
They mix their paints with improper materials, so that they slide off the canvas.
They mix a lead white with a sulfide color, with the result that within about six
months it's solid black. They don't learn any technique. This makes it very easy
to do. art, if tuat's what art igs. :

-
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I have & real trouble getting men who will take the troudle to learn what
sclence fiction is, and what art is. I am limited in what I can present in the wey
of art by the artists that I can find. I have the same limitations in stories, of
course. There are linmitabtions in tha printing process. A paiuting looses about 20%
of its briliiance when it zoes through the reproduction pruass. If the artist
doesn't overpaint his original, it's going to look dull and fiat. This makes 1t
difficult to judgze the finished quality of the job you're guing to work with.

There are a lot of very real problems. The ecoanomic prodblem is, of course,
one of them. we unfortunately can not pay for our covers the way the Saturday
Evening Post does. We don't seem to have quite as many subscreibers., Irom the
artists' viewpoint every one of those obstacles to his exp-ession of what he wants
is a damn nuisance., It may even appear to be the waimsical ardbitrary dictatorial
ideas of the editor. Many times the editor is in the peculiar position of having
to be sort of like a telephone: he is here, and the otier end of the telephone is
six months in the future. I have to guess now how you people are going to react
sixz months from now. iany times the artist is cuite convineced that I've guessed
wrong. Sometimes I have, but all I can do is go ahead and try guessing. My
tusiness: I'm a professional prophet. A prophet can remain in business so long as
his guesses are right more often than they are wrong. aAnd that's what I have to
do, tut they remain guesses. But I huve to meke a decision, I can't say, "Fell,

I think maybe, perhaps, tut I'm not sure. Let's see, let me think about this
another weei." lieanwhile the printer says, "Well, we haven't got that cover in
yet, so we'll have to print the magazine without the cover." ¥

I've got to mcke a decision, whether it's right or wrong. There are a good
nany things that keep pushing at me; not only the fans, the artists do too. Some-
times it's a nelp, sometimes it's a headache. Economics, that pushes very hard.
There are several artists that 1've encountered who are very, very good. They are
in come respects better than any of the artists I'm now using. The reason I'm not
using them is taat taey don't get their work in on time. I cannot use an illus-
tration that comes in taree weelks after the magazine is printed. This is another
thing that puts pressure on the artist. Now notice that the artist's job is in
many respects much tougher than the author's job. The author is expressing what
he wants to say. The artist who is given the assignment of illustrating his
 story is not permitted to say what he wants to say, he has to present what the
| author wanted to say. Sometimes this isn't easy, because the autinor didn't figure
out what he wanted it to look like. His description may turn out to be quite
contradictory, at which point the artist has the interesting problem of making
a picture tiat illustrates something that has two different appearances. The
artist has lots oif problems; Ed, suprose you tell them some of the headaches
vou've run into on that. :

EMSH: well, before I do, Jonn, I'd like to ask you, would you use Richard Powers
on Astounding, working in the vein that his work normally is? Le is the one in
the last group who had the surrealist absrtact blobs. And he's used on a great
number of paperbacks. iiould you use him on astounding?

JWC: No, I would not. I wouldn't use that technique. Now, if he has another
technique, fine,

EMSH: Yas, well, this is in a sense a point I was trying to gebt at earlier, that
witnin the magazines the various artists present themselves, and they are selected
by the art btuyer, who may be btuying on the basis of vhat he believes the audience
wants. Now obviously a great number of paperback editors and art buyers believe
that Powers 1s a good artist to illustrate their science fiction. You do not.
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J WC: our sudiences are not the sames

EMSH: One of the things that I find most stimulating about science. fiction, and
what really keeps me in love with it is that science fiction has & lot of people

in 1t who 1ie a lot of things. And if ycu're an artist who likes to work in a
variety of styles, you can find acceptence for the tight realism, for the character
analysis, and for the blobs, You can keep free.

The headaches of art; of course I think you've outlined a number of them.

Time 18 a big headache for many artists. You have to work rapidly in this field
if you're going to have enough volume, especially if you concentrate primarily in
science fiction, to xeep yourself and your family in dread and buiter. So you have
to vork rapidiy. not only for the salte of the deadline, bui in order to do enough
work so thet you can sustaln yourself. Howaver, I don't really feel deadlines are
a hesdache unlsas they ask for finishes, as happens regulariy in advertising, the
next day, or tae same day, or the day befors mosily. That's the hardest.

SAM: You as an artist, your personal preference, what direction would you like
to see science fiction art go in? Any of the directions we've shown here, or
something elsel - :

J W C: His direction, probably.

EMSH: Right, right, right, that's 1t! [ipplause] I'm often amused at comments
made by fans who take a very rigid stand on art. Because it seems to me that
science fiction and fantasy is a field to stimulate and to broaden and to allow
for growth and experience and all of those grand things. And when people say,

Wie want all Bronstell", or "We want all Powers", I think they're cutting them-
selves off from growth and living a little broader spectrum of life.

JWC: shortly after I came to Astounding, when it was dear old Astounding Stories,
I wanted to start « series of covzrs thal® would be astronomical color plates. I

had quite a time getting that. There wasn't anybody in the business who could do &
decent astronomical color plate. I worked at it, and asgked for it, and gradually
got work done in that direction. Schneeman did one of the first that I thought was
pretty much what I wanted. Then Bonestell showed up, and did some beautiful stufs.
You know, once you have done a job in science fiction, once you have done some~ -
thing, about this time everybody would say, "OK, now we've seen that, show us
something new, !

Well, about the time in the astronomiecal color plate business I was really
getting them, it was time to change. For the next ten years I got astronomical
color plates running out my ears. Now the astronomical color plate is something I
can't use, because it is now the trademark, practically, the stanp of the juvenile
space took. All of these juvenile How--To. Get-In%o--Space and By=-Rocket-To-The-ioon
books, all of these come up with the astronomical color plate.. This is not exacily
a matter of a fad, btut that when somebody has made the break-through of figuring
out how this type of work can be done, then everybody starts sayingz, "Oh, that's
how we do it", und starts doing it. You know what I mean on that, Ed?

S AM: John, what have you felt is the impor.t‘;ance of science fiction art work in
the sales of your magazine! in the purchase of it; to what degree is it important?
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JWC: 1'11 be darned if I knop. A vhile back Somerset Waters and Walt MeBride
Wwere very interested in figuring out what type of'cover spold the magazine best.

So they went over the covers for five years, correlating the cover and the sales
of the mzgazine for those five years. And they came to the conclusion that it
didn't make a damn bit of diiference what went on the cover. The sales Were
completely independent of the cover. I don't know what this means. I think what it
meang is that co lons as the cover is a reasonably good job, my readers are willing
to allow, and want, a sreat divergence, a great deal of difference and new
approaches. They like it that way. With the result that it's impossible to say,
"This is the type of cover they want." &

Inside, the art is very important in helping the story along. One of the
great protlers the author has in sclence fietion is that he not only has to
descrite his characters; this is something that any author in any field of
literature lias to do; tut in seience fiction he also has to describe their world.
In tne mainstream literature if you say a man is in Hew York, you don't have to
describe New York for him. In science fiction, the problem of deseribing the man's
backgrouad is a really ruzged one for the author. Here is where the artist can be
of immense help. The tlack and white art I really feel does more for science
fiction than the single cover.

SAM: I vanted to ask you, Ed, do you prefer to get a specific scene, to be told
exactly that you sre to draw in an interior or on a cover, or would you prefer to

be given a manuseript, or, for that matter, a blank check, and someone says, "You

Just do me a cover"? :

JWCQC: Who wouldn't lilte a blank eheek?

EMSH: You're right., The blamk check, of course, would win hands down. That doesn't
happen very often. The check has qualifications almost invariably. The major
qualification is preliminary sketches before you g and spend the money you're not
going to get if you're oif track. is far as the manuseript goes, I'd prefer to have
the story to read it, to get my own feeling for it, feeling for the characters, and
8o forth, and maybe know what they look like, rather than Just get a ecouple of
lines, whieh happens 211 too often in some rlaces, and I never know, I've done

many, many jeckets, I've done many, wany illustrations where to this day I've

never read the story,

JWCQC: There is one item you misht mention here, the. inversion of the usual
system, Th<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>