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___ RQ MISCELLANY

GBS & S-F

I'm obliged to report that The Shaw Review is looking for es-
says (2,500--5,000 words) for a special "ohaw and Science-Fiction"
issue. "Most broadly the topic is Bernard Shaw or the Shavian
milieu and some aspect of science-fiction." Tentative deadline is
1 January, 1973, and MSS should be sent to (guest editor) John
Pfeiffer (English Dept., Central Michigan University, Mt Pleasant,
MI 48858), who continues, "The topic is not a surprising one to
Shaw scholars, but most are not up on s-f. We will need to reach
specially prepared essayists."

"OH, CANADA..."

On the theory that intelligent 1life exists north of the Border,
we (the well-known idiotorial "we") welcome, this issue, two new
Canadian artists, Claudia Dubie and Ralph Alfonso. A new U.S, ar-
tist, Gene van Troyer, was to have a back cover, but in the last
minute, we--to hide, again, individual idiocy under the first per-
son plural--noticed that Vincent di kate's front cover also was a
back cover, so that a separate instance of the latter was excluded.

Relevant here is a new Canadian scholarly journal, Mechta, edi-
tors: Bob Wilson, 210 Markland Dr.#1001, Etobicoke, Ontario, and

Philippe Boyer, 46 Saranac Blvd.#5, Station T, Toronto, Ontario .
Its main topic this issue, "The Recurrence of Bran Muffin Charac-
ters in Albanian S-F," does indeed open new (to us, at least)
paths for academic research; and while we can't view a second--
"Will Bran Muffinism Destroy Albanian S-F?--with all the horror
registered by the critic, we recognize how such alarums stimulate
blood circulation and liver,

"AFFICIONADOS OF THE MACABRE" DEPT

Having passed the stage of explaining the absence of a columnist
in one particular issue, I just note that Jim Harmon's next "Season-
al Fan" discusses the limited editions press of Roy Squires (1745
Kenneth Rd, Glendale, CA 92301) and comments on the general state of
book publishing. But Arkham House fans should anticipate by
sending for Roy's catalogue, which includes items like:

Clark Ashton Smith, a leaf from the first draft of "Marooned in
Andromeda" (his first contribution to an s-f magazine) plus a copy of
a letter from Wonder Stories' editor, accepting and commenting on the
story, asking for more, etc.,

"/ Robert E. Howard's / Hyborean Age and a Probable Outline of
Conan's Career," by P. Schuyler Miller and John D. Clark, with an
introductory letter by H.P. Lovecraft,

Ray Bradbury, "Old Ahab's Friend, and Friend to Noah Speaks His
Piece " -- "one long poem, previously unpublished, printed from hand-
set Palatino types upon Curtis Rag paper."

(continued on page 255)
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SCIENCE FICTION AS WILL AND IDEA:
THE WORLD OF ALFRED BESTER

by

Jeff Riggenbach

#1 SUBJECT

Alfred Bester has written two science-fiction novels and con-
tributed over twenty short stories to the leading scienceTflc—
tion magazines. In each of his stories he has created a tightly
integrated unit in which plot, theme, and image are bound togeth-
er by a single view of man and existence. Here I shall examine
four of Bester's finest performances--The Demolished Man, The
Stars My Destination, "The Starcomber,™ and "FonaIy1FaErenhelt"
--and try to show how this integration is achieved.

Bester sees Man as a driven being, dominated by preconceptu-
al irrational desires and urges—-

"I'm doing what I have to do. I'm still driven. No man
ever escapes from that." (TSMD, 161)
,

--as5 a social animal in whose societies progress is made in peri-
odic upheavals of incredible violence, usually centred around one
man of almost superhuman power and passion--

"Some must lead and hope that the rest will follow." "Who
leads?" The men who must...driven men, compelled men,"
(ibid., 192)

--as a universe-shaker, a being whose will, a "timeless reser-
voir of psychic energy," is a tool of change--

"...Reich is one of the rare Universe-shakers...a child
as yet but about to mature. And all reality...Espers, Nor-
mals, Life, the earth, the solar system, the universe it-
self...all reality hangs precariously on his awakening."

(ibid.,145-6)

"PyrE is a pyrophoric alloy. A pyrophore is a metal which
emits sparks when scraped or struck, PyrE emits energy...
Its discoverer was of the opinion that he had produced the
equivalent of the primordial protomatter which exploded
into the Universe.” ".,.How is the energy released?"

"As the original energy was generated in the beginning of
time," Presteign droned. "Through Will and Idea." "PyrE
can only be exploded by psychokinesis. Its energy can on-
1y be released by thought. It must be willed to explode
and the thought directed at it. (ibid., 163-4)
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This world-view is not only explicit in such quotations as
those above; it is also implicit In the plot, theme, and imagery
of each Bester story. Even the style by means of which these
other elements are defined is itself bent to the primary task
of expounding the Bester Weltanschauung.

The theme of The Demolished Man, the psychology of the mur-
derer, is develope n terms o eudian psychology and its em-
phasis on the unconscious origin of the drives and compulsions
that motivate men. Ben Reich, a man of great passionate intensi-
ty and invincible killer-instinct, sets the story in motion by
unconsciously seeking the death of the father who had deserted
him. Psychoanalysis is the frame of reference for understanding
Reich's behavior in each situation he encounters from that point
forward: his inability to kill Barbara D'Courtney in Chooka
Frood's frab Jjoint, his freakish suicide attempts after the fail—
ure of his legal prosecution, his recurrent nightmare of the Man
with No Face which begins with his decision to murder D'Courtney
and becomes intelligible only after his superego had been used to
open him up under Mass Cathexis. The Demolished Man is cast as
a detective story, one in which the reader is challenged, not to
identify the criminal, but rather to reconstruct and make sense
of the crime. And true to the ethics of the detective story writ-
er, whose canons insist that the reader be provided with all ne-
cessary clues to solve the puzzle himself, Bester has woven
Freudian clues into his Preudian mystery. The reader is given the
breakdown of the code in which Reich and D'Courtney communicate
at the beginning of the novel; there is no combination of letters
that means, "Offer refused." Yet Reich so interprets one of the
existing combinations, the one that means, "Offer accepted."™ This
tells the reader that Reich must have some other motive for his
crime than simple frustration at the refusal. Bester even empha-
sizes the point in the death scene, by having D'Courtney protest
that he had accepted the offer. If all Reich wanted was a merger,
here is his opportunity; even if D'Courtney were lying, he could
be forced to make a new decision at gun-point. But merger is not
all Reich wants. So what is his motive?

Reich found himself in a spherical

room designed ag the heart of a gi-

ant orchid. 'The walls were cu?1§ng

orchid petals, the floor was a gol-

den calyx; the chairs, tables and

couches were orchid and gold. But

;h& was old. The petals were //"
aded and peelin ;s the golden tile -
floor was ancient and the tessela-

tions were splitting. There was an ///
0ld man lying on the couch, musty /{222?

7

and wilted, like a dried weed.

D)

D'Courtney stepped toward Reich,
smiling, his arms outstretched as //?
though welcoming a prodigal son. -

(TDM, 45, emphases mine)
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When a man enters a spherical room that is designed to resemble,
not only a flower (a common and ancient symbol of the female and
the female sex organs), but the interior of a flower, it looks
very like he is re-entering the womb, especially so when the in-
terior of the flower is old. And if Reich is re-entering the womb
to commit murder, thereby linking violence To the desire to es-
cape reality, what of the relationship between murderer and vic-
tim? As if this were not enough, D'Courtney greets Reich like a
son. And D'Courtney himself is pictured as a weed, the despoiler
of flower beds--just as in Freudian theory the father is seen by
his son as despoiler of the mother.

Overlaying this network of references, motivations, and scenes
is an everpresent emphasis upon fire and heat as key descriptive
terms and important symbols, representing the omnipresence of
passion and compulsion in the human environment.

In The Stars My Destination, such symbols become the principal
device for unity,replacing the interplay of character and inci-
dent that unified The Demolished Man. Here, the theme is man's
relationship to society, or, more precisely, the psychology of the
leader, the driven superman who brings progress in the wake of
destruction. Here, as in The Demolished Man, character and inci-
dent are driven, compelled, Instinctual. But the primary unify-
ing force in The Stars My Destination is image. The epigraph of
the novel (and source of the title under which it was published
in England) is a quotation from Blake in which the images of the
tiger (savagery) and fire (passion) figure prominently. Telepor-
tation i8 accidentally discovered by a researcher who sets fire
to his laboratory bench. The ability to teleport is related To a
tigroid substance in nerve cells. Foyle, aboard the Nomad, fights

or survival with the passion of a beast in a trap"(7%). Foyle
is tatooed to look like a tiger. When he attempts to bomb the
Vorga, "...His clothes were flickering like heat lightning"...
"He was a lightning bolt".../he/ reached inside his flaming jack-
et...with the convulsive gesture of an animal." Every other page
yields fresh instances., It is appropriate, in this connexion,
that PyrE is an explosive, that Foyle's space and time Jaunting
is inspired by a fire even larger and more convincing than the
one which occasioned the discovery of teleportation, that his
time-jaunting provides him with a "burning man" who saves his
life a number of times, etc.

This intense literary preoccupation with fire, heat, and pas-
sion generally is fully realized in "Fondly PFahrenheit." Refer-
ences to fire, furnaces, burning, red, orange, and smoke litter
every page of this story, but for a slightly different reason from
the ones so far discussed. "Fondly Fahrenheit" is narrated by
James Vandaleur, & psychotic who projects his murderous desires
onto the personality of his android, creating a "killer android”
from whose crimes he must continually flee. His narration is a
first person of mixed singulars and plurals that shifts occasion-
ally to a third person. The point of view appears to flutter among
Vandaleur, his android, and some empathetic observer. This tech-
nique makes a first reading of the story somewhat confusing, but
it is a necegsary (and brilliant) device, for "Fondly Fahrenheit"
is a Doppelganger story of a highly original kind. Vandaleur is
the evil side of the narrator; his android is the good, unable
by nature to endanger life or property. Through projection, evil
overcomes sanity and morality to set loose murder and destruction.
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As in The Demolished Man, there are sufficient clues planted
in the story for the reader to figure this out long before Bes-
ter tells him in the last paragraph. Why doesn't Vandaleur sell
his android? He continually threatens to, but never does. Even
if he took a loss on the sale, he could buy a less expensive mod-
el and live more modestly, something he is forced to do anyway
when he bruises the android's head and hires it out as a common
labourer. There is no rational purpose in keeping the android--
except that it is Vandaleur's alter-ego, the objective form which
the good side of his character has taken. As the story progress-
es, Vandaleur begins killing people himself (Blenheim, Nan Webb)
and even humming the android's song, "All Reet!"--Vandaleur, who
had been shocked by the murders that his android had committed
and who had no reason for committing murder himself except to
protect the android whom he had no reason to protect. Most impor-
tant of all: at the opening of the story we are told that an-
droids cannot kill; this fact is repeatedly emphasized as the
narrative develops, yet we are induced to disbelieve it, to at-
tribute the merging identities to the android's psychotic pro-
jection, to pity Vandaleur. Bester works very skilfully to in-
duce all this wrongheadedness in his readers, but he succeeds
only if they disregard the evidence before them. Why should we
not accept the facts as stated--androids can't kill--and look
for an explanation of this android's impossible behavior, instead
of accepting the specious explanation that, "...looks like omne
android was made wrong"(115). If we do this at the outset, every
other clue in the story, the theory of psychotic projection, the
heat, Vandaleur's irrational desire to keep the android, takes on
new meaning and points to the truth: the evil, the impulse to
murder and destroy, comes from Vandaleur to his android and not
the other way around. On this view, also, the heat, the fire,
the astronomical temperatures that seem so to affect the android's
behavior, are merely the objective forms taken by Vandaleur's
projected passions and compulsions. He not only projects his psy-
chosis onto the android, but he also projects his splintered per-
sonality onto the world to create the android. He not only pro-
Jects his psychosis onto the android, but he also projects it on-
to the world to create the heat, the fire, the smoke, the burnt
orange sky that pursues him wherever he runs. All these things--
the android, the furnaces, the heat--are real, that is, have ob-
Jjective existence, but their cause is Vandaleur's insane will.

It is worth noting, at this point, that most Doppelgdnger fic-
tion pictures the triumph of good, or at least, as in Seggll and
Hyde, the defeat of evil. Dr. Alfred Appel has pointed this out
in regard to Poe's "William Wilson":

ees/ William Wilson_ 7 is unusual among Doppelgdnger tales
in that it presents a reversal of the conventional situa-
tion: the weak and evil self is the main,character, pur-
sued by the moral self, whom he kills., ~

In "Fondly Fahrenheit" this innovation is taken a step farther--
not only does the evil self win out, but he does not realize that
he is the evil self until the end of the story, and does not al-
low the reader to realize it either, short of a little detective
work,
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In "The Starcomber" Bester returns to the essentially Freudian
view that characterized The Demolished Man. Here, however, it is
not the Freudian view of man in general, but that of man as ar-
tist. To Freud, the artist is a neurotic, a person who has never
accepted the necessity of displacing the pleasure principle with
the reality principle--of ceasing simply to wish and expect gra-
tification, and beginning tojchange one's environment so as to
produce this gratification. “He cannot accept the world as it is,
so he escapes into the world as it isn't, as it is only in his
imagination. Jeffrey Halsyon is an artist trapped in such a world,
one composed of the childish fantasies that plague every boy be-
fore he becomes a man. The theme of the story, the nature of art,
is developed by differentiating between such infantile dreams and
the mature dreams that can inspire art for mature men. Thus, Mr.
Solon Azuila purges Halsyon's childish fantasies, thereby freeing
his useful, sane, adult fantasies. There is irony built into this
story from the beginning, much of it imbedded in stylistic devices
that will be discussed later, but the central irony of the tale is
that Mr. Aquila is himself an artist, dramatizing the childish
fixations of his patient, peopling the fantasies with invented
characters, all of whom are variations on himself. Though he says,

!..It was the child in Solon Azuila that destroyed him and

led him into the sickness that destroyed his life. Oui. I

too suffer from bdby fantasies from which(I cgnnot escape. "
109

and also tells Halsyon that only adult dreams can make for useful
art, he surely performs a useful service with his own "immature"

aesthetic product, perhaps an even more primary function than the
one toward which he urges Halsyon, that of making mature art pos-
sible by purging the immature.

#2 STYLE

There are at least four major components to Bes-
ter's highly distinctive style, each of which is
used either to amplify the view of Man as pas-
sionate, driven, potential superman, or to sug-
gest the true significance of narrative, thematic
and imagerial elements. These components are
pace, repetition, name-play, and allusion.

Pace is an important factor inall of Bester's
fiction, and especially in his novels. As Da-
mon Knight has written,

His stories never stand still a moment;
they're forever tilting into motion, veer-
ing, doubling,back, firing off rockets to
distract you.

This is true, and perhaps in a more literal sense
than Knight intended. Bester never describes a
scene in which nothing happens. Action is always
present--usually, though not always, violent ac-
tion. Even the scene (TSMD, 188-92) in which
Foyle, Dagenham, Jiz, Y'ang Yeovil and Presteign
are seated in the star chamber discussing the
future of PyrE--a conference scene--is filled with the crazy ac-
tion of Presteign's robots, affected by Dagenham's radioactivity.
The scene is dominated by a robot who smashes a cocktail glass, de-
livers an impassioned lecture on Man's relationship to society,
and collapses,
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Bester's physical descriptions--of characters, scenery, any-
thing--is sandwiched in while the characters are acting. 1In

The Stars My Destination, we learn about the Skoptsy colony on
Mars and the lunar bacteria farm while Foyle is flying toward
them. Other necessary information is conveyed in dialogue, which
creates a stronger, more active impression than simple narra-
tion. Bester's sentences are full of verbs and exclamation

points. They are sentence-fragments as often as often as they are
sentences. Scenes and times change abruptly, as they do in motion
pictures and comic books, media in which action and dialogue are
frequently the only methods of narration. It should come as no sur-
prise to a reader of Bester's novels and short stories that the au -
thor worked for many years as a continuity writer for comic books
and has devoted most of his professional career to radio and television.

Repetition is used for dramatic effect in all of Bester's fic-
tion. In The Demolished Man, we are given the following descrip-
tion of Barbara D'Courtney's race to the aid of her dying father:

...yellow hair flying, dark eyes wide in alarm...A light-
ning flash of wild beauty. 47)

The exact wording is repeated on two later occasions when Lincoln
Powell forces the girl to relive the traumatic memory (88, 136).
Similarly repeated, especially at moments of tension, are the
phrases marking time toward Demolition, the lines from the banal
song that Reich uses as a block for probing Espers, and the exact
wording of Reich's physical description (8, 92).

In The Stars My Destination the lines of the title poem are
repeated a number of times. And in one particularly brilliant
scene, when Foyle sees hope of rescue while stranded on the Nomad:

Poyle realized he was staring at a spaceship, stern rockets
flaring as it accelerated on a sunward course that must pass
him,., "No," he muttered,"No man. No." He was continually suf-
fering from hallucinations. He turned to resume the journey
back to his coffin. Then he looked again. It was still a space-
ship, stern rockets flaringas it accelerated on a sunward
course that must pass him., He discussed the illusion with
Eternity. "Six months already," he said in his gutter tongue.
"Is it now? You listen a me, lousy gods. I talkin' a deal,
is all. I look again, sweet prayer-men. If it's a ship, I'm
yours. You own me. But if it's a gaff, man...If it's no
ship...I unseal right now and blow my guts. We both ballast
level, us. Now reach me the sign, yes or no, is all." He
looked for a third time. For the third time he saw a spaceship,
stern rockets flaringas it accelerated on a sunward course
which must pass him. It was the sign. He believed. He was saved.

In "Fondly Fahrenheit," the repetition of both the title phrase,
with variations, and the android's song; in "The Starcomber," the al-
most endless repetition of the epithets "tall," "gaunt," "sprightly”
and "bitter," in company with Mr. Aquila's equally endless reap-
pearances; these are further examples. In every case, this repeti-
tion has two effects. One is to induce a sort of de;ja vu in the read-
er; the exact repetition of an entire sentence or descriptive
phrase produces that creepy feeling that something is happening for
a second time, particularly when the phrase is used at forty to
eighty page intervals and only in moments of tension. The other
effect of Bester's repetition is the creation of a highly dramatic
volatile mood. In combination with the fast pace of his narrative,
this mood suggests stylistically what his handling of plot, theme,
and symbol establish ideologically--the view of human existence in
terms of passion, compulsion, and savagery.
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The names Bester gives to his characters are often important
clues to the relationship each character has to the others, to
the theme of the story, to Bester's sense of humour. Thus, in
The Demolished Man we have Ben Reich, president of Monarch.'"Ben"
is Hebrew for "son of." "Reich" is German for either "rich" or
"kingdom." Think for a moment about the importance of wealth,
paternity and power-lust in The Demolished Man, and the names be-
come singularly appropriate. On the lighter side, we have the
discoverer of teleportation, Charles Fort Jaunte. Also in The
Stars My Destination the Scientific People, who take Foyle from
the Nomad, tatoo their faces to resemble Maori masks. They scien-
tifically mate Foyle to a girl called Moira, an anagram for Maori.

Allusion is a time-honoured literary device that has seen
infrequent usage in science-fiction, Bester's or anyone else's.
When Bester does allude, however, he ties his allusions so in-
tegrally to the meaning of the work that this devoce may be con-
sidered one of his major stylistic mannerisms. The primary case
in point is "The Starcomber."

In the first paragraph we are told,

Take two parts of Beelzebub, two of Israfel, one of Monte
Cristo, one of Cyrano, mix violently, season with mystery,
and you have Mr. Solon Aquila. (76)

Beelzebub is one of the chief devils in Paradise Lost. Israfel,
in Poe's poem, is the angel/musician whoSe magnificent songs, Poe
declares, could never have been made on Earth, for the highest
art requires escape from life. Cyrano de Bergerac, in Rostand's
play, is the French musketeer who anonymously wins the love of the
girl he secretly adores by writing poems and impassioned letters
in the name of another. The Count of Monte Cristo, in Dumas' nov-
el, is convicted of treason falsely and sentenced to prison, from
which he escapes to seek revenge on those who had wronged him.
There is a common denominator here, and the key to it is the
Freudian conception of the artist as a man who is fighting the
necessity of displacing the pleasure principle with the reality
principle. Monte Cristo is not an artist, but a man of action.

He has accepted the reality principle and is changing his environ-

ment to provide for his own desires. Cyrano is an artist, one who 3
is afraid to be a lover in reality but who performs the role ad- ]
mirably when hidden behind a nom de plume and when presenting his
personality through poems and letters. He is torn between reality

and the world of his art. Israfel is an artist in total retreat

from life. And Beelzebub may be taken as an oblique reference to

the demonic theory of inspiration, especially in light of Mr.

Aquila's acting as Halsyon's must. It is noteworthy that Bester

mixes two parts each of Israfel and Beelzebub with one part each

of Cyrano and Monte Cristo, thus overbalancing towaTd the artis-

tic side of his quartet, toward the figures who have rejected the

world as it is. In essence, the allusions tell the reader that

Mr. Aquila is an artist. And confirmation is not far off:

Mr. Solon Aquila is never disappointed. Presently we shall
hear of his first disappointment and see what it led to.(77)

Thus it is frustration of the pleasure principle that motivates i
Mr. Aquila to create the therapeutic "art" that makes up the bulk

of the story. Later, Mr. Aquila's taste in the visual arts is out-
lined. The Starcomber is said to own paintings, drawings, or litho-
graphs by Frederic Remington, Winslow Homer, William Hogarth, qnd

John Singleton Copley. The common denominator here is realism in

both technique and subject-matter.
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The art with which Mr. Aquila lives is rooted in reality, uncon-
cerned with escape. On the other hand, Aquila compares Halsyon's
work with that of Hieronymous Bosch and Heinrick Kley, both night-
mare surrealists in technique and subject-matter. Aquila's pur-
pose in the story is to help Halsyon return to reality, and the
reader who is familiar with the work of the six artists just dis-
cussed would be able to see the reality-unreality dichotomy that
the two men represent long before the artistically less lettered
reader. All these artists are mentioned in the story before Mr.
Aquila begins his therapy or even reveals his plans. In combina-
tion with the allusions to Beelzebub, Cyrano, Monte Cristo, and
Israfel, a picture of Aquila is presented, in the opening pages,
as an artist who experiences within himself the desire to escape
and so is drawn to the surrealist paintings of Jeffrey Halsyon,
but who ultimately represents the forces of reality and sanity

in opposition to the forces of neurosis and fantasy represented
by Halsyon.

As has been pointed out, "The Starcomber" is a story infused
with irony: Aquila, an immortal, immature artist, fleeing from
reality to the sanctuary of his "baby fantasies," suffers the
frustration that inspires him to create, creates dramas based on
the infantile desires he shares with Halsyon, thereby releasing
the mature creative power within Halsyon, only to declare that
immature dreams, the source of his own art, are useless to men
and that only mature dreams can inspire mature, meaningful art.

The irony is that of clashing opposites, an irony of contra-
dictions that itself dramatizes Bester's view of man as a being
driven by irrational, sometimes contradictory urges and desires.
In addition to this major irony, minor ones are worked into each
of Aquila's infantile dreams. The most interesting and complex
of these is produced by allusion to Act V, Scene 1 of Hamlet.
Halsyon and Mr. Aquila are the two clowns who are digging Opheli-
a's grave and pondering her fitness for "Christian burial." The
scene is designed to present life as illusory, pointless, beyond
the control of the living. And so is the graveyard scene of Ham-
let. The clowns refer to Adam as the first gravemaker., When
they find a jawbone, one of them wonders if it is Cain's. Since
the beginning of human time, at least, life has been a sense-
less struggle against inevitable death., Hamlet is said to be mad;
then the skull of mad Yorick is found. Are the mighty, with
their weighty problems and responsibilities, living lives as
trivial as anyone else's? After all their agonizing, will they
remain as bones to be discussed by clowns in a graveyard? Hals-
yon is so upset by this picture of the world that he refuses to
pay attention to what is happening around him, screaming that
he will not be a character in a play, that he prefers a life of
his own. The penultimate irony of the scene is that while he
is occupied with this tantrum, Hamlet is calmly expressing simi-
lar discontent:

Imperious Caesar, dead and turned to clay,
Might stop a hole to keep the wind away:

Oh, that the earth which kept the world in awe
Should patch a wall to expel the winter's flaw!
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The ultimate irony of the
scene is that for expres-
sing dissatisfaction with
a pointless life, Halsyon
is cast

eesso.into the third com-
partment of the seventh
circle of the Inferno in
the fourteenth Canto of
the Divine Comedy where
they who have sinned a-
gainst art are tormented.

(105)

\ This compartment of Dan-
te's hell is reserved for
those who have sinned a-
gainst God (blasphemers,
etc.), and in the world
\ Halyson is inhabiting,
art is God and Hell is
taken from a work of art.

#3% CONCLUSION

Alfred Bester's science-fiction, then, dramatizes a single world-
view, which in turn is the organizing principle by which he
unifies the theme, plot, and imagery of each story. Bester sees
man as a social being, driven by pre-conceptual urges from the
subconscious, who is led to progress and greatness by passionate,
driven leaders, and as a potential god-like being whose Will is
a tool of change. He depicts crimes of passion, motivated by
subconscious cravings (The Demolished Man); plots of personal
revenge that hurl civilization forward amid incredible upheaval
(The Stars My Destination); struggles between the good and evil
in men, projected through effort of Will onto the external
world E"Fondly Fahrenheit"); and conflicts within the makers of
art, between the instinctual desire for automatic pleasure and
the mature awareness of the need for productive work ("The Star-
comber"). His stories abound with images of fire, heat, smoke,
and savage animality. His style, via allusion and careful nam-
ing of characters, re-enforces these themes--and through irony
and rapid narrative pace also re-enforces the compulsive, violent
world-view that the themes themselves suggest.
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FOOTNOTES

1) The Demolished Man (New York: Signet Books, 1957), The Stars

My Destination (New York: Bantam Books, 1970), Starburst (New
York: §1gnet Books, 1958). The Demolished Man is hereinafter

referred to as TDM; The StaTrs My Destination as TSMD; all page
numbers cited in the Text refer to these editions.

2) Alfred Appel, Jr., "Lolita: The Springboard of Parody,"
in Nabokov: The Man and His Work, L.S. Dembo, ed. (Madison: Uni-
versity of Wisconsin Press, 1967), p. 132.

3) In Freud's own words:

The artist is originally a man who turns from reality
because he cannot come to terms with the demand for
the renunciation of instinctual satisfaction as it is
first made, and who then in phantasy-life allows full
play to his erotic and ambitious wishes. But he finds
a way of return from this world of phantasy back to
’ reality; with his special gifts he moulds his phan-
tasies into @ new kind of reality, and men concede
them a justification as valuable reflections of actual
life. Thus by a certain path he actually becomes the
hero, king, creator, favourite he desired to be,
without pursuing the circuitous path of creating real
alterations in the outer world. But this he can only
attain because other men feel the same dissatisfaction
as he with the renunciation demanded by reality, and
because this dissatisfaction, resulting from the dis-
placement of the pleasure-principle by the reality-
principle, is itself a part of reality.

(General Psychological Theory: Papers on Meta-
pszchIogz (New York: Collier Books, 1963),

P 25-b.)

4) In Search of Wonder (Chicago: Advent, 1967), p. 234.
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H. G. WELL’'S THE TIME MACHINE:
IT'S NEGLECTED MYTHOS
by

Wayne C. Connely
(York University)

#1 INTRODUCTION

Even though its mythopoetic nature was recognized by contempo-
rary Victorian reviewers, and has since been affirmed by critics
like Fugenil Zamyatin and Juan Luis Borgas, The Time Machine nev-
ertheless has become in.recent years the subject of a curious form
of monocular criticism.' Wells's complex and ironic tale is viewed
in an increasingly allegoric fashion, as if it were comprised ex-
clusively of its scientific mythos. Wells's companion mythos--that
of socialism--has consequently been neglected.

The so-called New Wellsian Orthodoxy received its principal im-
petus with the publication of Anthony West's "The Dark World of
H.G. Wells" (Harpers, May 1957, 68-72). No longer could Wells be
dismissed as the Orwellian caricature blinded by scientific gran-
deur; he became instead a doubting and questioning individual,
forced by a nominalist belief into a denial of Inevitable Prog-
ress. Wells's period of literary achievement could now be extend-
ed to include his early scientific romances. More than just vul-
gar entertainments, they could once again be seen as nightmare
visions, pessimistic views of both man and his cosmos. This has
been the approach of recent,critical discussions by Bergonzi,
Hillegas, and Williamson.

But the inevitability of progress was only one of two great
"popular ideas" that dominated public consciousness at the close
of the nineteenth century. The other, of course, was the class re-
volution of Marxism. Since both are reflected in The Time Machine,
it seems absurd that the attention paid to the socialist Wellshas
been so comparatively small. Almost ignored is the youth who read
Plato's Republic--the young man who while at South Kensington also
learned of Karl Marx, and who only a few years after wring The Time
Machine was to try to wrest control of the Fabian Society from
Bernard Shaw; the same socialist Wells who nevertheless fostered
an intense dislike for Marx and an equal antipathy for what he
described as his "mystical and dangerous idea of reconstitut- .
ing the world on the basis of mere resentment and destruction."

It is not really a case of failing to recognize the socialist
mythos but of failing to appreciate its significance: .the Marxist
influence is generally acknowledged and then just as commonly dis-
regarded or dismissed as an aspect of "local colouring."

This essay, then, attempts to correct the focus. It is my con-
tention that the socialist mythos is as important an element of
The Time Machine as the scientific, that it is not just a part of
The late nineteenth century atmosphere. Such an interpretation
will be established by considering first The Time Machine in its
contemporary literary setting as "a tale of the future™ and then
the marxist variations of its forerunner, The Chronic Argonauts.

e M b
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#2 THE TALE OF THE FUTURE

Time travel was a literary fashion at the close of the nine-
teenth century. The Time Machine, although it represents a unique
and innovative breaking Ifrom the conventional dream-fantasy, is
clearly derived from this contemporary vogue for future scene
utopias and adventures. Even the Time Traveller appears fully con-
scious that his narrative was ostensibly related to a familiar
literary pattern:

In some visions of Utopia and coming times which I have
read, there is a vast amount of detail about buildings,
and social arrangements, and so forth. But while such de-
tails are easy enough to obtain when the whole world is
contained in one's imagination, they are altogether inac-
cessible to,a real traveller amid such realities as I
found here.

The popularity of the fictional theme of futurity started with
the publication in 1888 of Edward Bellamy's Looking Backward. By
the end of the century, more than sixty books were written in di-
rect response to Bellamy, more than forty of them utopian forecastsﬁ
Of these the one of greatest significance was William Morris's
News from Nowhere, first published serially in 1890, during the
same period, incidentally, that Wells was initially revising "The
Chronic Argonauts."

The point is that both Looking Backward and News from Nowhere
were recognized socialist utopias. Bellamy and Morris were both
describing their own personal dream of the coming "Golden Age'"--
of that hoped for time when all man's economic and social prob-
lems will have been solved, when in truth he will be living in a
perfected socialist world.

Of course, Wells's future world bares no obvious resemblance
to Bellamy's technological magalopolis or to its state socialism,
although an earlier stopping of the time machine might well have
presented something at least superficially similar--"I saw huge
buildings rise up faint and fair, and pass like dreams"(25). More
apparent is the resemblance between the peaceful and happy commu-
nal life that so fascinated Morris's dreamer and the Time Travel-
ler's early descriptions of the Eloi while he still believes them
to be members of a "Golden Age":

Several more brightly-clad people met me in the doorway,
and some entered, I, dressed in dingy nineteenth century
garments, looking grotesque enough, garlanded with flow-
ers, and surrounded by an eddying mass of bright soft
coloured robes and shining white limbs, in a melodious
whirl of laughter and laughing speech. 2)

32

Still, some immediately pertinent and less speculative observations
can be made regarding these socialist utopias and The Time Machine.

"The Chronic Argonauts," written in 1888 before either Looking
Backward or News from Nowhere, gives no hint of such a future time
of economic and social justice, even though it does contain the
notion of an advanced futurity. On the other hand, this socizlist
concept plays a vital part in Wells's final attempt at his story,
where in fact it becomes the initial hypothesis entertained by the
Time Traveller. Accordingly, it is reasonable to conjecture that
these intervening socialist utopias were at least in part the in-
spiration for Well's own "Golden Age." In a sense, then, The Time
Machine can be viewed as a parody of such socialist tales of the
future. Its Golden Age after all is shown to be an hallucination.
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Nearly as important is the perfection and consequent stasis so
common to utopian writing. Wells's own Kinetic Utopianism was sure-
ly a reaction in part against the kind of inertia so evident in
both Looking Backward and News from Nowhere., With these contempo-
rary illustrations, in any event, it became more feasible for him
to argue that the ultimate product of such a perfected society
would be retrogression, the inevitable result of quiescence being
stagnation. This is substantially the final explanation that the
Time Traveller presents in his attempt to understand the world
of 802,701.

Once, life and property must have reached almost absolute
safety. The rich had been assured of his wealth and comfort,
the toiler assured of his life and work. No doubt in that
perfect world there had been no unemployment problem, no so-
cial question left unsolved. And a great quiet had followed.

(87)

The fruits of that "great quiet,"then, with its abrogation of Neces-
sity is the atrophy--the retrograde evolution--that produces the
Eloi and the Morlocks.

It would be misleading, though, to create the impression that
all the late nineteenth century tales of the future were socialist
utopias. W.H. Hudson's novel published in 1887, The Crystal Age,
opens, for example, with a possibly portentious quoting of Darwin
—-"No one living species will transmit its unaltered likeness to a
distant futurity." And the abstinence from meat in Hudson's tale,
while in itself a small point, also assumes a special significance
in light of the prominence that both vegetarianism and cannibalism
play in the plotting of The Time Machine.

Two earlier works are possibly even more relevant: Bulwer-Lyt-
ton's The Coming Race which first_appeared in 1871 and Butler's
Erewhon, published one year later. In Lord Lytton's story there
is an even more extraordinary instance of Darwinian species forma-
tion than in Hudson's. The species developed, moreover, is a sub-
terranean race of man--an Overman, whose rate of advancement has
been considerably spurred (as Wells too suggests) by the greater
efforts required to sustain life underground. No doubt the prime
inspiration for the Morlock's caverns-were, as indicated by the
Time Traveller, contemporary events. ‘ Still, Lord Lytton's Vry-
lians surely played their part, especially in the number of other
similarities between the two books, e.g. the subjugation of Na-
ture, the near self-sufficiency of technology, the reduction of
sexual differences, even the romantic entanglement between the
visitor and a member of the future race.

This last aspect of The Time Machine has often been faulted by
modern critics as Victorian mawkishness, but along with its effect
of humanizing the Eloi it isalso an integral part of the utopian ro-
mances of the period: there is the unattainable "Yoletta" in The
Crystal Age, and in Erewhon, of course, there is "Arowhena"--who in
name at least must be the precursor of Well's own "Weena." And the
parallelism can be extended even further, for almost all these fe-~
male companions accompany their late nineteenth century visitor on
a tour of a futuristic museum containing machinery. Nonetheless,
an important distinction can also be drawn between Weena and these
other utopian women, one of which the Time Traveller himself appears
fully aware--"I had no convenient cicerone in the pattern of the
Utopian books"(58). Weena is prevented from being a proper guide
by her simplicity.
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It is important to remember, then, particularly in examining
the socialist mythos, that Wells's novel while brilliantly in-
novative was also firmly rooted in a tradition and a contempo-
rary vogue. This relationship has of course been observed be-
fore, but seldom has its significance been considered.

#3 THE CHRONIC ARGONAUTS

That The Time Machine with
its deceptive simplicity was
the product of a number of ex-
tensive rewritings and re-
thinkings is generally known;
less familiar is the fact that
Wells's initial attempts at
his time travel theme contained
no suggestion of,a Marxist
class struggle. Over the sev-
eral years of intermittent re-
visions the prevailing social
and economic questions of the
day, especially the prophesied
class revolution and the com-
ing New Jerusalem, not only
gained a place in Wells's nar-
rative but actually threatened
to overshadow the original no-
tion of a time travelling me-
chanism. In fact, at one point
there appears to have been a
real danger of the tale becom-
ing little more than a trans-
parent socialist tract. For-
tunately, however, by the time
Wells came to write his final
version the near future had
been abandoned, its prophetic
realism giving way to the per-
spective and clarity of a fable
of remote futurity. Even so,
the socialist interest had been
implanted and it was to remain
a significant element in the
novel,

"The Chronic Argonauts" was written in 1888 while Wells was
still attending South Kensington. It appeared as a serial in the
April, May, and June issues of The Science Schools Journal, a
students' magazine devoted first to the questions of science but
also intended to serve the interests of both literature and so-
cialism. Wells had been one of the founders of the Journal and
at the time was still its editor. The resemblances between this
initial version and the final Time Machine are in most respects
negligible. As Wells himself later admitted it had been written
under the strong influence of Hawthorne and the Gothic Romances
(Exp.. 309). Nevertheless, it does provide the basis for all
the subsequent versions.
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Dr. Moses Nebogipfel, a mysterious outsider, arrives in a small
Welsh village where he takes up residence in the Manse, an old
house that is said to be haunted by its previous owner. Modeled
upon Hawthorne's Dr. Heidegger in part, Nebogipfel is the scien-
tist as the modern Merlin. A Doctor Frankenstein figure, he is more
the precursor of Wells's crazed vivisectionist in The Island of
Doctor Moreau than the somewhat eccentric but nonetheless sane Time
Traveller. In any event, after a village hunchback takes fits and
dies, an angry and frightened mob marches upon the Manse, blaming
the strange newcomer for the death., Reverend Elijah Cook, the lo-
cal cleagyman, runs on ahead intending to warn the scientist. He
bursts in, however, and discovers Nebogipfel sitting on his time
travelling apparatus, his clothes in disarray and his hands stain-
ed with blood. Then before any explanation can be given the wild
mob of Welsh villagers arrives and both Nebogipfel and the clergy-
man are forced to escape by means of the time machine.

In the next instalment the scene has shifted to the English Fen-
lands where Reverend Cook is discovered lying near death upon a
desolate marshy island. He has been brought back by Nebogipfel and
dropped once again in the nineteenth century, but only after endur-
ing a series of extraordinary adventures in time. Having witnessed
several crimes, moreover, he insists upon giving a full deposition
before he dies. According to his story, the strange scientist con-
siders himself to be a temporal "Ugly Duckling" who properly be-
longs with the supermen of the future, though at the time of his
discovery he had just returned from a short trip into the past
where he had startled the former owner of the Manse (the present
ghost) and in self defence had been forced to kill him. The Rever-
end Cook then promises to go on and tell of "the abduction of a
ward in the year 4003, and several assaults on public officials in
the year 19701," and also "valuable medical, social, and physio-
graphical data from all time"(EHGW, 28).However, it is at this
stage that the clergyman dies, And with his death Wells decided to
leave his story unfinished, with Nebogipfel wandering somewhere
in time.

In the next few years, though, between 1889 and 1892, Wells
wrote two further versions of "The Chronic Argonauts," neither of
which was ever published. The significance of these abortive ac-
counts lies in their introduction of the socialist content. In both
the "social data" takes the form of a projected class conflict: a
situation of exploitation ultimately results in a Marxist style
popular revolution.

It was of course the close of the eighties that saw the surfac-
ing in England of the more violent forms of socialism. It never
went any further than the East End Risings or the London Dock Strike,
but even so it appeared to be the beginnings of the same kind of ag-
gressive action that had previously been limited to the Continent.
No doubt Wells was aware of the situation. In fact, at one point in
The Time Machine he specifically singles out the condition of Lon-
don"s East End--"Does not an East-end worker live in such artifi-
cial conditions as practically to be cut off from the natural sur-
face of the earth?" (57)

These Marxist versions exist today only through second-hand
accounts; still they are accurate and elaborate enough to sug-
gest the development Wells's narrative was taking. In the first of
these attempts, written in 1889, much of the former gothic trap-
pings was simply cut, including the rather heavy-handed Welsh set-
ting. Nebogipfel and Reverend Cook still embark upon a journey
into the future, however. Only on this occasion they encounter a
world of exaggerated class division:
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The upper and the lower worlds exist, but their inhabitants
are not yet two distinct species. A scientific aristocracy
still survives in a decadent form as a red-robbed priest-
hood, and art and literature are cultivated in a very dilet-
tant manner. The Chronic Argonauts stir up these weary id-
lers, and even make it fashionable to read books. The
priests take their visitors to see a vast museum, but them-
selves grow bored and leave the pair to explore alone,
warning them against the passages which lead "down." They
go "down," and discover an underworld working to support
the upper world. Eventually some compunction is aroused
among the aristocracy, and some kindly disposed persons des-
cend to sing and play to the workers. At this the under-
yorld explodes into revolution, kills them, and rushes up
in a mob to carry out a general massacre. (EBGW, 38)

In the subsequent panic Nebogipfel and the clergyman make their
escape. They overshoot at first and travel back into the paleoli-
thic era, but eventually do return to the nineteenth century where
once more Cook is left behind while the scientist vanishes into time.

The second Marxist version demonstrates even more distinctly the
prominence the socialist issue was assuming. In fact, it iswith
this attempt written in 1892 that Wells appears to have been on the
verge of writing a straightforward political allegory. The time ma-
chine notion itself has seemingly disappeared; Nebogipfel and the
Reverend Cook are no longer even a part of the narrative. Instead,
Wells presents a direct account of a future ruling caste holding
its power through the use of mass hypnosis. Once again, though, a
bloody and brutal revolution takes place, this time initiated by a
member of the future society itself, a disaffected priest who wish-
es to "awaken" everyone to the artificial means by which the rul-
ers command society.

Still, The Time Machine itself is not a realistic dystopian pro-
phecy of class enslavement and revolution. Obviously Wells's imag-
inative thinking changed considerably during the three years that
intervened after the last of these Marxist versions. But there was
no change in the patent concern with socialist issues. "A Story of
Days to Come," for example, and When the Sleeper Wakes, both writ-
ten later in 1897 and 1899, are manifest outgrowths of these early
trial versions, products of the same consistent technique of ex-
trapolation:

.,.essential}y an exaggeration of contemporary tendencies:
higher buildings, bigger towns, wickeder capitalists and
labour more downtrodden than ever and more desperate...

(Exp., 550-1)

Such a view has not been the conventional one, however. Normal-
ly the novel's socialist elements are simply dismissed as conven-
ient aspects of the plot or as recognizable background material:

The idea that these / Eloi and Morlocks/ are descended res-
pectively from our own leisured classes and manual worker
comes as a mere explanation, a solution to the puzzle; it
is not transferred,,. .. into a warning about some current
trend in society.

It.is not a warning story since the period in which it is
}ald is long past the peak of man's futurerpolden Age. Nor
is the slightest attempt made at satire.
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Even those recent observers who have otherwise viewed The Time Machine
as a critical and satiric work have not seemed willing to extend
that approach to the socialist mythos. For instance, Professor Hil-
legas, despite his concern with Wells as a dystopian, comments only
that the Morlock episode is "...social criticism...very much a pro-
duct of the 1890's, the years of increasing Socialist protest!"and
then, leaving the analysis on that level, offers no exploration of
what Wells might in fact be saying about that "increasing Socialist
protest" (op. gig.,}ﬂ). Admittedly, this is an improvement upon
outright dismissal, but it still fails to accord to the socialist
mythos the kind of irony and sophistication that is acknowledged
through the rest of the book., In "H.G. Wells: A Critic of Progress"
Jack Williamson has convincingly demonstrated the ambivalence of
the scientific Wells. In my view the socialist Wells is just at
ambiguous--just as much a critic.

If Wells were merely presenting some predigested socialist ar-
gument on the evils of capitalist tyranny, then the conventional
assumption would be perfectly acceptable. Indeed the socialist my-
thos would be nothing more than a piece of appropriate plotting,
some current social criticism without real purpose. But such is
not the case.

Consider for a moment the metaphor common to almost all the
works discussed: the complex and often inconsistent image of the
under and the upper worlds, the enclosed and the open, the dark-
ness snd the light. Primarily, it represents the subjugation of
the workers by the leisured classes--the hidden unseen power of
society, the substratum, and the privileged elite that it supports
glittering visibly upon the surface. But it also suggests the
antithesis of technology and nature--the constructed and artifi-
cial environment, creating its own space with subterranean facto-
ries, walled-in towns, and roofed-over cities, and in opposition
the natural world, the outside or the upper world, the wild coun-
tryside of "A Story of Days to Come," the gentle lotus-land of
the Eloi. And there exists still a further level, for as Profes-
sor Bergonzi has pointed out in his discussion of the imagery,
this basic metaphor also contains a conflict structured upon im-
ages of the "demonic" the the "paradisial" (EHGW, 52-3). Wells's
workers—-the Collectivity that manifests itself as a Mob--his
"Underworlders," his "Wearers of the Blue," his subterranean Mor-
locks, all in varying degrees are devil figures, either pinch faced
and deformed or outright monsters. Such then is the fundamental am-
biguity of the metaphor. Where are the Red-Shirted Socialist Heroes?

Still further, though, examine a brief outline of When the

Sleeper Wakes, a later re-working of the same material as in the

arxist versions of "The Chronic Argonauts." Graham, the hero, is
described as "a fanatical Radical--a Socialist--or typical liberal
of the advanced school." He wakes after a two hundred year sleep
and discovers appropriately enough a Bellamy-like world inwhich
capitalist monopoly has resulted in the Earth being ruled by a
mere handful of men. Moreover, Graham himself through the accumu-
lated earnings of certain unearned legacies has become one of
them, the unwilling owner of half the world. (Compare the sugges-—
tion of the Very Young Man in The Time Machine: "One might invest
all one's money,leave it to accumulate an interest, and hurry on
ahead"(12).) There exists a revolutionary movement, however, and
Graham naturally becomes a supporter. But--and here again is the
ambiguity--the leader of that movement, Ostrag, is himself intent
upon betraying the people. With prescient Orwellian logic, he ar-
gues that the great mass of mankind must always be dominated: re-
volutions only succeed in producing new castes of rulers.
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Wells, as is quite evident from his own utopian writings,
held no brief for a totally parasitic and unproductive leisured
“class. Just as obviously, though, his characterization of the
proletarians in The Time Machine and those works associated with
it can hardly be thought of as either flattering or typical of
Marxist Socialism. He has presented the mass of man as violent,
demonic, and servile.

It is possible to offer a plausible and easy explanation, of
course. Born a bourgeois and remaining one in spirit, Wells simp-
ly disliked and feared the common man. As Remington, his near-
persona in The New Machiavelli, comments, "I compared theqyorking
man on the poster with any sort of working man I knew." 'SOr
as a well-known Marxist critic has expressed it:

He might pity the workers, he might want to brighten
their lives, but he could never see them as anything but
a destructive force which must.be led, and controlled
and, if necessary. coerced. :

Yet simple disaffection seems too facile and ineffectual an ex-
planation. A distaste for the objects of their concern was not
afte§ allufuch an unusual phenomenon within certain socialist
circles.

,

Nonetheless, there does seem to be something in the suggestion
that Wells feared the destructive forces of the masses--but not
in the sense intended by the Marxist critic. What appears to have
troubled Wells in The Time Machine and its related works was the
natural tractability of the common man and even more his growing
predilection towards violence and hate.

Socialism, according to Wells, was an intellectual Proteus
capable of assuming any number of guises. In the closing years
of the nineteenth century, however, socialism appeared to be
crystallizing in its popular form as Marxism--and Marxism was a
creed to which Wells was utterly opposed. His own peculiar ab-
erration of socialism clearly pre-dated his reading of Das Kapital;
before arriving in London, as he says in his Autobiography, he
had "scarcely heard the name of Karl Marx," ar more agreeable
to Wells was the positive and constructive programme of the Fa-
bians, and even then he sought to re-direct that society along
still more practical and yet more ambitious lines. In any event,
it seems plain that Wells had little sympathy for Marxism: as
he later maintained, there might well have been "creative revo-
%zgigg of a far finer type if Karl Marx had never lived" (Exp.,

So, it is my contention in looking at The Time Machine that
the ambivalence of its socialist mythos is not an expression of
Wells's antipathy towards the common man, but rather a criticism
gftMarxist dialectic and its sterile offspring, violence and

ate.
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#4 THE TIME MACHINE

Wells's socialist
mythos in The Time
Machine is manifested
in the series of socio-
economic hypotheses
considered by the Time
Traveller, for with a
typical late nineteenth
century anxiety he ini-
tially embraces and is
then forced to reject
a succession of expla-
nations concerning the
nature of society in
the year "Eight Hun-
dred and Two Thousand,
Seven Hundred and One."

'his fundamental pattern of thesis and refutation is of the ut-
most importance. By suggesting solutions that follow familiar Mar
ist lines, only to have them revealed subsequently as erroneous,
Wells is able to satirize effectively not the reasoning of the Ti
Traveller but rather the efficacy of the Marxist dialectic. Con-
stantly moving to hasty conclusions, eventually he discovers thaf
his theoretical premises do not in fact explain all the evidence

The mythos properly begins with the Time Traveller's arrival ir
the world of the Eloi. Once his initial dread of the unknown has pas
and he has observed something of the future world, the explanation
which immediately comes tomind is that he has happened upon the "G
den Age," the promised time of peace and equipoise after the Revolut

Social triumphs...had been effected. I saw mankind housed
splendid sheleters, gloriously clothed, and as yet I found
them engaged inno toil. There were no signs of struggle, neij
social nor economic struggle. The shop, the advertisement,
traffic, all that commerce which constitutes the body of ou
world, was gone. It was natural on that golden evening th
should jump at the idea of a social paradise. (38)

The assumption is said to be "natural." Indeed, it is as old as
Isaiah and yet as new as Karl Marx. The Golden Age was the messa
of almost all the "Utopias and tales of the future"(48,58); it w
the great popular "dream" of the day (37). Just how prevalent is
demonstrated perhaps by the rather staid Narrator hlmself,ﬁopwk
the idea of travelling into the future is first broached his im-
mediate reaction is to suggest the possibility of encountering '
society erected on a strictly communistic basis™" (12).

That the Time Traveller should entertain the same suppos%tiox
then, does not come as any real surprise. Certainly? the physical
pearance of the world of the Eloi would seem to confirm such an
explanation:

Apparently, the single house, and possibly even the houst
hold, had vanished. Here and there among the greenary wel
palace-like buildings, but the house and the cottage, whic
form such characteristic features of our own English land
scape, had disappeared.

"Communism," said I to myself. (35)
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Speaking before the word "communism" had acquired its later au-
thoritarian overtones, the Time Traveller is impressed by the
seeming aboliton of individual ownership, the spirit of community
--"There were no hedges, no signs of proprietary rights" (37).

Nevertheless, all is not as it ought to be, as the Time Travel-
ler soon begins to realize. In fact, it is not too long before he
has to amend his original hypothesis. How else can he "explain the
condition of ruinous splendour," the ubiquitous decay that besets
even the monuments in aluminium and granite? Or even more disturb-
ing, how is he to account for the totally unexpected and over-
whelming simple-mindedness of the Eloi?

The dreamed of Golden Age now takes a peculiarly nightmarish
twist, for the answer to these questions involves Wells's negation
of socialist utopianism. The desired social paradise has been
achieved, but only at an unbearable cost:

For the first time I began to realize an odd consequence of
the social effort in which we are at present engaged...The
work of ameliorating the conditions of life--the true civi-
lizing process that makes life more or less secure--had
gone on to a climax. (37)

It is at this point in the tale, of course, that the major inter-
play between the scientific and the socialist mythos occurs. The

birth and ascent of species has a corollary: through the absence

of "Necessity" their decline and death.

But there is also a more purely socialist argument. The per-
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