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RQ Miscellany "

Copyright Slugfest: Round One

The trouble started last summer in the UCLA bookstore. Browsing
through The Meny Worlds of Poul Anderson, edited by Roger Elwood,
and, in particular, an article,"Challenge and Response,' I felt that
old sensation of having done this some time before. The reason soon
became clear: Challenge was a reprint (slightly expanded) from the
14th i1ssue of my own magazine. That evening I complained to my bro-
ther Stanley (a lawyer), who sent to the publishers, Chilton Books,
a letter pointing out that RQ was a copyrighted magazine from which
something had been reprinted without_sgiﬁTésTgﬁ.

It should be noted here that previous RQ reprints caused no trouble,
since each author or publisher (with one exception) had asked permis-
sion, and everybody that asked, received--e.g., Alexel Panshin, Heinlein
in Dimension (Advent), Jack Williamson, H.G. Wells: Critic of Progress

rage), and Kris Neville, "The Outcasts™ (New Worlds).

After spending the rest of the summer in semi-tranquility, I return-
ed to Florida. Here I was jolted by a friend, Mike Everling, who
showed me a letter, from a Rhode Island fan (Don D'Ammassa), inquiring
about a widespread rumour that I was suing the article's author, Sandra
Miesel. Because Sandra had been a personal friend, my shock was that of
somebody who learns that a scandal sheet had credited him with a plot
to murder his sister. I wrote Sandra to ask if had heard this sto-
ry, and got from her lawyer, Larry Propp, a direct answer plus an open
letter (saying essentially the same things), presumably to be sent to
various fan editorss

It has come to my attention that the rumor i1s circulating through-
out fandom that Leland Sapiro has sued Sandra Miesel., As of/this/
date...the rumor is false,..Although Leland has never directly
threatened suit against Sandra, the net effect...would be to force
Sandra to defend. When Sandra sold the revised article to Elwood,
a part of her contract was an indemnity agreement., Elwood signed a
similar clause...in his contract with Chilton. If Leland sues
Chilton, Chilton will file a third-party action against Roger El=-
wood, ..Elwood would quite properly third-party Sandra...To squelch
all rumor, let me repeat that Leland has never directly threatened
to sue Sandra...

My answer to Larry Propp was this:

Roger Elwood did wrong in reprinting a copyrighted article without
asking permission. You know this, I know it--and Roger Elwood knows
it. Sandra Miesel's being forced to sign an indemnity clause--so
she could be sued in case Elwood was sued--strikes me as just a
cover-up...1f copyright laws had been followed, no such indemnity
clause would have been necessary...Before, I'd have settled out of
court for a relatively modest sum: now I have to ask the maximum
in order to be able to compensate Mrs. Miesel in case she actually
s sued.

At that time I was unaware that an indemnity clause is standard in
all such publishing contracts--and I also was unprepared for the bogus
self-righteousness of the amateur press. Thus Linda Bushyager's Karass
ran a headline, "Leland Sapiro Sues Sandra Miesel™ and pontificated,
"Fans may wish to cancel RQ subs or otherwise show disapproval,” while
Dick Geis (The Alien Critic) stated, "until further information surfaces
1 will have no further comment"--and then proceeded to comment: "I do
not at this time think very much of Leland Sapiro. But, then, I have
never thought much of RQ." Uf course, it was easy to guess the rumour's
source. As 1 wrote Stanley, "This entire whispering campaign must
have originated in Roger Elwood's office, since he and his Canadian pub-
lisher were the only ones to know of your original letter."

(continued on outside back cover)
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The Atrocity Exhibition
by

Nick Perry and Roy Wilkie
(University of Strathelyde)

In 1970 Ballard published in the United Kingdom The Atrocit
Exhibition (Jonathan Cape, Iondon). We are informed that sections

of the book had already appeared in such journals as Ambit, Ep-
counter, ICA Eventsheet, International Times, and Transatlantic Re-
view, which would at least indicate that Ballard was seeking a wider
or different, audience for his short stories. Secondly, the idio-
syncratic style Bsllard was developing in The Terminal Beach and The
Assassination of John Fitzgerald Kennedy Considered as a Downhill
Motor Race is now confirmed into a format where paragraphs are ti-
tTed, incidents described apparently at random, and characters be-
have in strange ways without being strongly located. And whereas

The Wind from Nowhere, The Drowned World, and The Crystal World have
8 conventional layout, one can, with the advantage of hindsight,
identify the beginnings of this formal innovation in The Drought

(The Burning World, in the U.S. and Canada). Its 42 chapters pro-
vide a clear constrast to the other novels, which are of similar
length but consist of 8, 15, and 14 chapters respectively. Ballard
himself has asserted his gissatisfaction with "linear systems of nar-
rative." In a Third Programme interview with George MacBeth, re-
printed in The New S.F. (London: Hutchinson, 1969), he said:

"I'd been using in my novels and in most of my short stories
a conventional kind of linear narrative, but I found that the
action and events of the novels in particular were breaking
down as I wrote them, that the characterisation, the sequence
of events, were beginning to crystallise out into a series of
shorter and shorter images and situations...What I feel I've
done in these pieces of mine is to rediscover the present for
myself--I feel that one needs a non-linear technique, simply
because our lives today are not conducted in linear terms.
They are much more quantified, a whole stream of random events
is taking place." (p. 46)

Thirdly, Ballard had by 1970 acquired enough of a literary repu-
tation to be the subject of "one-off" reviews in the columns of the
"heavy" British Sunday papers and the "quality" dailies. Hitherto,
with the creditable exception of Kingsley Amis' appraisal of e
Drowned World he had, like all other science-fiction authors, been
reviewed along with a bundle of five or six other books. Science-
fiction authors continue to be reviewed in batches but Ballard's
publication by Encounter, Ambit, and Transatlantic Review appeared
to be his rite de passage into the ranks of the literati.

The first nine "stories" in this collection convey a feeling of
continuity--in fact, read like this and not as individual items in
different magazines and journals, they almost suggest notes for a
novel--by referring to characters, incidents, events, scenes, and
images that appear and reappear. The central character is variously
named Traven, Talbot, Tallis, Trabert, Travis, Talbert, Travers.
(Some of these names had appeared in Ballard's previously published
work.) At the interview quoted earlier, Ballard commented:
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"Yes, in effect they're the same character, but their role in

the stories is not to be characters in the sense that Scobie,

let's say, or any other character in the retrospective novel

is a character, an identifiable human being rather like those
elhade e A .

we recognise among our friends, acquaintances, and so on."

(p. 47)

But, of course, in this case, informing us of what the character is
not, is not very helpful in explaining in what sense they are char,
acters. Later in the interview Ballard explains the following passage:

Kodachrome. Captain Kirby, M15 studied the printa. They
showed: (1) a thick-set man in an Air Porce jacket, unshaven
face half-hidden by the dented hat-peak; (2) a transverse sec-
tion through the spinal level T-12; (3) & crayon self-portrait
by David Feary, a seven-year-old schizophrenic at the Belmont
Asylum, Button; (4) radio-spectra from the quasar CTA 102; (5)
an antero-vosterior radiograph of a skull, estimatea capacity
1,500 c.c.; (6) spectro-heliogram of the sun taken with the K
line of calcium; (7) left and right hand-prints showing mas-
sive scarring between second and third metacarpal bones. To Dr.
Nathan he said: "And all these make up one picture?" (p. 49)

Ballard holds that:

"They make up & composite portrait of this man's identity. In
this story I was examining the particular role that a twenti-
eth-century Messiah might take,in the context of mid-twentieth
century life, and I feel that he would reappear in a whole se-
ries of aspects and relationships, touchinz an enormous range
of events; that he wouldn't have a single identity, in the
sense that Jesus had--he would have a whole multiplex of con-
tacts with various points." (p. 49)

There are a number of points here. There is, for example, the
hoary problem of personal identity which relates directly to the
maip body of Ballard's work. However, here the clues to such an iden-
tity are not, to put it mildly, very clear. What, for example, does
the word "he" refer to? Radio-spectra from the quasar CTA 102 are not
normally offered as defining characteristics of a being, even if the
being portrayed is a twentieth-century Messiah. The list, however,
is not totally inexplicable, for example "radio-spectra from the
quasar CTA 102" refers to a discovery of Soviet astronomers which
was the subject of press comment during the mid-1960's. The first re-
ports referred to the probability that the emissions from the quasar
provided evidence of an intelligence at work. These claims were sub-
sequently denied by the Soviet authorities. Or again, the "left and
right hand-prints showing massive scarring between second and third
metacarpal bones" is patently a reference to the crucifixion.

The central character, then, appears in many of these short sto-
ries in a composite role, and one might make a case for saying that
the continual change in his.name reflects his persisting uncertain-
ties about his own identityl In the title story he appears as a sci-
entist. In the second story, "The University of Death,™ he is a lec-
turer who is suffering extreme stress and anxiety. In "The Assassina-
tion Weapon" he is a former H-bomber pilot. In "You: Coma: Marilyn
Munroe" he is someone recovering from a mental breakdown. In "Notes
from a Mental Breakdown" he is connected with space flights. In "The
Great American Nude" he again appears as an instructor in an insti-
tute. Jn "The Summer Cannibals" no reference is made to any occupa-
tion. ©In "Tolerances of the Human Face" he is again referred to as
working -in the institute.
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The activities of this central character constitute the core of
the book, and acattered throughout the text are interpretations of
his behavior. For example:

Talbot's belief--and this is con-
firmed by the logic of the scenario
—-is that automobile crashes play
very different roles from the ones
we assign them. Apart from its onto-
logical function, redefining the
elements of space and time in terms
of our most potent consumer durable,
the car crash may be perceived un-
consciously as a fertilizing rather
than a destructive event--a libera-
tion of aexual energy--mediating
the sexuality of those who have
died with an intensity impossible
in any other form: James Dean and
Miss Mansfield, Camus and the late
President.

(p. 29)

In the world that Ballard's hero explores nothing is quite what
it seems. For Travis, his wife and the patients at the posp}tal age
"as unreal as the war the film companies had restarted in Vietnam
(p. 11). When a psychiatrist can claim that "the fact that an event
has taken place is no proof of ita validpccurrence"(p. 46) what is
being challenged is our conventional notlgns of yhat constitutes a
fact, an event, proof and validity. This is confirmed in the next
chapter (story?) when the psychiatrist steps down from a silent
helicopter, and begins to speak to Tallis:

His mouth worked silently, eyes fixed on Tallig. He stopped
and then began again with an effort,.lips and jaw moving in
exaggerated spasms as if he were trying to gxtrlcate some gum-
like residue from his teeth. After several intervals, when he
had failed to make a single audible sound, he turned and went
back to the helicopter. Without any noise it took off into

e TRE - (o e

A few pages later an exchange between a girl ca}led Coma and Tal-
1is includes the line, "I saw the helicopter this morning--it ;
didn't land" (p. 58). Coma's matter—of-fact acceptance of a woman's
dead body in the flat is acknowledged only by a glance at Tallis,
His justification for the killing is his claim that "She was stand-
ing in the angle between the walls"™ (p. 58) and thus :as an un-
bearable intrusion into the time geometry of the room (p. 57) 2
Such scenes and such prose are patently vaulnerable to parody,

but this silent helicopter and unconsummated conversation, like a
£ilm without the soundtrack, this matter-of-fact acceptance of a
strange abstracted murder, are representative of_tpe‘prollferation
of bizarre scenes and events in The Atrocit Exhibition. Whereas

in Ballard's earlier work the questionable status of copventlonal
notions of reality was often a conclusion to be drawn,nlt here be-
comes a self-evident starting point, an accepted "fact" rather
than an emergent property.

In the relationship between subject and object, between the
knower and what he knows, Ballard's atteption is on the subjective,
on the knower. What he implies is that when advertising and the
visual media in some measningful sense are the world--then the con-
comitant multiplicity of images provides a challenge to convention-
al notions of an objective reality that has clegr—cut and tangible
attributes. Both the emphasis on the visual media anq The_Atrocitx
Exhibition's format indicate a tutelary nod in the direction oI
HcTuhan, but a McLuhan transformed by a metaphysic that is peculiar-
1y Ballard's.
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For him the importance of the media is that they make possible a
meeting and a fusion between the private fantasy and the public
event--"a coincidence between inner and outer landscapes."” The media
transform the meaning of public events in ways that participants or
onlookers might not recognise--this much has become & commonplace.
Ballard's claim is that the private fantasy, the subjective, is not
so much transformed as vindicated by the media. The disapprobation
conventionally attached to subjectivism is thus misconceived, being
predicated upon an unduly delimited conception of the objective for
coping with the world in which we live. Although the book explores
landscapes quite different from the steaming jungles and salt flats
of his previous work, Ballard's epistemology remains constant.

In The Drowned World Kerans has been appalled by the re-emer-
gence of the drowned city, a horror given voice by Beatrice's plain-
tive "It's like some imaginary city of Hell" (p. 121). Kerans had
flooded the lagoon in an effort to reconcile his "inner" mental
state with the external environment. Although Kerans inhabited a
post-disaster planet snd an imaginary future, whereas Travis lives
in a pre-disaster world and a2 fictional present (however interpret-
ed), Ballard's latest hero is driven by the same compulsions. His
situation is identified in italics:

In the suburbs of Hell Travis walked in the flaring lights of
the petrochemical plants. The ruins of abandoned cinemas stood
at the street corners, faded hoardings facing them across the
empty streets.” (p. 17)

Whereas the reappearance of London's long submerged streets was a

temporary phenomenon, Travis' suburbs of Hell prove much more in-

transigent. Nature (and a few strategically placed sticks of dyna-
mite) was on the side of Kerans, Travis has no such powerful ally,
and is thus dependent upon the resources he can muster from within
him;ei{. A synopsis of the "psychologic" that this involves reads

as follows:

1) The distinction between what is real and what is fictional
in the outside world has broken down.

2) Owing to the absurdity of the world, the absence of fixed de-
terminate values, the only relevant measure of meaning is
subjective conviction. Traven is committed to 8 quest for some
ontological fortress that can provide him with the certitude
that the world cannot give.

3) He finds that certitude in the celebration of personal vio-
lence and sexual perversity.

4) Although the external world does not make sense, sense can
be wrung from it by the selection and combination of apparent-
ly unrelated items in strange ways that confirm and exemplify
Traven's subjective certainties. The artifacts, imagery and
public events of the external world thus become the raw ma-
terials from which Traven constructs a private world.

5) The continuing recalcitrance of the external world, (includ-
ing other people), its (and their) refusal to yield to such
inner logic both disturbs Traven and provides his guide for
conduct. Inner and outer worlds must be reconciled, and only
the outer world can be modified.

What the reader is offered, therefore, is a grand tour around the
central character's obsessions, expressed in what is almost & pri-
vate code, a vocabulary of images organised in obscure combinations.
Traven's efforts to meke sense of the world find their special ex-
pression in the creation of "scenarios." The particular meaning as-
signed to that term by Herman Kahn and his associates no doubt ac-
counts for its employment:
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A scenario results from an attempt to describe in more or
less defail some hypothetical sequence of events. §ce- 5
narios can emphasize different aspects of "future history.

Ballard is fond of such associations., It also suggests Genet. The
sexual scenarios that are a specialty of the brothel in The Balcon
have their counterpart in the world outside its walls, The private
fantasies of Madam Irma's patrons, their masquerades as bishop, gene-
ral, or judge are an innocuous mirror of public life--the "perver-.
Bions" of the latter are much more disturbing, its illusions sustain-
ed at much greater cost. For Genet as for Ballard the meaning of pub-
lic events, the trappings of responsibility must be re-evaluated and
their connexion with private fantasies made manifest. Ballard's sce-
narios consist of a collage of events, objects, media images, and
characters, with the staging of car-crashes as the characteristic me-
thod of apocalyptic unification. The extent to which Ballard's own_
sympathies lie with his central character is indicated by his readi-
ness to act the part of Traven in 8 short film called Crash thgtyhp
BBC screened in early 1971; during 1970 he had a sculpture exhibition
at the London New Arts Laboratory Gallery on the theme of crashed
cars; during 1969 he paid for a series of advertisements in Ambit
that were similar to those which Trabert supposedly places in Vo ue
and Paris Match (p. 66). There was no doubt more than a hint of Eaix—
style publicity involved in this latter enterprise (Ba}lard has else-
where claimed that the painter is a genius), but the links between
authoer and character are willingly displayed.

Throughout most of the stories is a psychiatrist, Dr., Nathan, whose
role is an interpretative one. Ballard said of him in the MacBeth
interview: )
He relates to t?e ogher EBY9hE-

i in the other stories, who serve the role of ana.ysin
:ﬁ:lgzznt: of the narrative from the point of view of the
clinical implications.” (p. 47)

"He appears as a psychiatrist.

By implication, Ballard is suggesting that Nathan's analysis is cor-
rect--at least in clinical terms. He is, however, a character about
whom we are told very little, and yet references to his smoking ha-
bits occur time and time again. His "gold-tipped" taste is pointed
out on at least six different occasions (pp.9, 25, 65, 73, 104, 117)
and further references to his smoking supplement these (pp.13, 34, 42,
65, 107, 114). When the stories were separately published this kind
of thing wasn't evident. When they are collected together and pub-
lished as a novel it looks 1like an opportunity lost. If one wished
to be coy about it, one could 1list the quotations, add a cigarette
case and suggeat that they make up a composite portrait of the psy-
chiatrist's identity. Certainly the irony of The Atrocity Exhibition
is the sheer sameness of it all. Nathan is not a well thought-out
figure; his role is ambiguous and this emerges less as a function of
the attempt to build a character, than of Ballard's unwillingness to
pass up an opportunity to plead Traven's point of view. From the out-
set Nathan declares that he doubts whether the distinction between
the doctor and patient is valid any longer (p. 13), but in the early
sections of the book his interpretations of Travis! behavior do main-
tain a measure of academic detachment and disassociation (see, for
example, "In Death, Yes" (p. 34) and "Einatein" (p. 48)). In the
fourth chapter/story he makes an effort to communicate with Tallis,
an effort that is singularly unsuccessful (as the quotation from p.55
given above indicates). But now he understands a little better, sees
the world more nearly through Tallis' own eyes (for example, p. 65).
Thus after a scenario has been staged, "Dr. Nathan decided not to
speak to him, His own ldentity would seem little more than a summary
of postures, the geometry of an accusation" (p. 80). By the time we
have reached the eighth chapter/story Nathan considers Traven's "prob-
lem" is everyone's problem, and appears to approve of, or at least ace
quiesce to his solution. Thus:
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"Traven's problem is how to come to terms with the violence
that has pursued his life--not merely the violence of accident
and bereavement, or the horrors of war, but the biomorphic
horror of our own bodies, the awkward geometry of the postures
we assume. Traven has at last realized that the real signifi-
cance of these acts of violence lies elsewhere, in what we
might term 'the death of affect.' Consider all our most real
and tender pleasures--in the excitements of pain and mutila-
tion; in sex as the perfect arena, like a culture bed of ster-
ile pus, for all the veronicas of our own perversions, in
voyeurism and self-disgust, in our moral freedom to pursue

our own psychopathologies as a game, and in our ever greater
powers of abstraction." (p. 104)

Nathan's subsequent argument that the Vietnam war does not repel

us but in fact "appeals by virtue of its complex of polyperverse
acts" (p. 107) and should, therefore, be recognised as socially be-
neficial, is an extension of this same theme.

Finally, chapters/stories 10, 11, 12, and 14 in the novel/collec—
tion express such ideas without the presence of a "character" at all.
They employ the language of the scientific report, but each para-
graph is prefigured by a phrase that refers to some aspect of Tra-
ven's fantasies or fears. Each chapter is about three or four pages
long, with Traven's fantasies making up just one or at most two sen-—
tences. A typical paragraph begins:

The optimum auto disaster. Panels consisting of drive-in thea=
tre personnel, students and middle-income housewives were en-
couraged to devise the optimum auto-disaster, A wide choice of
impact modes was available, including roll-over, roll-over fol-
lowed by head-on collision, multiple pile-ups and motorcade at-
tacks. The choice of death postures included (1) normal driving
position (2) sleep, rear seat (3) acts of intercourse, by both
driver and passenger (L) severe anginal SPasmece (1n. 138-9)

Harold Rosenberg provides a somewhat relevant comment:

America masks its terrors behind pat-
terns of fact. Here the intolerable
discloses its presence not in the
grimaces of comedy or tragedy but in
the bland citations of the scientific
report. Since The War no novel or
play has given body to the larger dis-
turbances of the American conscious-
ness, Literature, one hears, is dead,
or too enfeebled to risk arduous ad-
ventures, Nevertheless, documents keep
appearing that touch upon apprehen-
sions equal to any in the history of
men. Computations of the daily inci-
dence of outlawed sex in America's
bedrooms; records of scientific sad-
ism practiced by governments and

their programmes to tranaform the will
of individuals; estimates by atomic
technicians of the flimsiness of the
earth and of the natural shape of the
human body. When phenomena of this or-
der are explored in a work of the ima-
gination, its author tends to be exil-
ed to the colony of "morbid intellec-
tuals." Given the form of the report
or survey, and authorized by the rhe-
toric of the professions, the most
alarming topics overcome the handicap
of their profundity and enter into the
conversation of solid men of affairs. %
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Ballard has recognised this tendency and is prepared to comment
on it--"for Traven,” comments Nathan, "science is the ultimate por-
nography” (p. 48)--for he shapes the authoritative character of
such reports to his own purposes. By interweaving this style of
narrative with the expression of Traven's subjective concerns, Bal-
lard is insisting that Traven is the "representative”" for psycho-
logical processes which are characteristic of our time. For the re-
ports claim to refer to the responses of, amongst others, mental
patients, witnesses of the Kennedy assassination, soldiers, house-
wives, students, and psychotic children. Typically, they are writ-
ten so as to confirm Dr. Nathan's early assertion that the distinc-
tion between doctor and patient, between sane and insane, is no
longer valid (p. 13) and his final claim that Traven is the fore-
runner of many others (p. 107). At times the language of the re-
ports is almost interchangeable with what we have come to expect of
Nathan in the first chapters. For example (p. 33):

These studies confirm that it is only in terms of & psycho-
sexual module such as provided by the Vietnam war that the
United States public can enter into a relationship with the
world generally characterised by the term "love."

Whether Nathan is supposed to be their author may appear to be largely
idle speculation--except that it would imply that the book is more of a
unity than its form suggests. Perhaps the central character is suppos-
ed to have written them, for Nethan does mention "Talbot's deliberate
gelf-involvement in the narrative of the scenario” (p.27) but then ref-
erences to Nathan's report writing also occur on several occasions
(for example, p. 15 and p. 45).

A number of women appear and reappear throughout the book. The
central character has a wife, Margaret, who appears in three of
the stories; there is a colleague of Nathan's who appears in six
of them, four times as Catherine Austin, once as Claire Austin and
once as Elizabeth Austin. Most frequent of all is Karen Novotny--
she is in seven. None of them is to be identified by any distin-
guishable physical characteristics, although the implication is
that they are all reasonably attractive They are, however, dis-
tinguished by the roles they play, and by their place in the fan-
tasies of the central character. Margaret Traven emerges as a con-
ventional wife caught up in a situation that she does not under-
stand, initially unable to contact her husband and subsequently
unable to communicate with him, irritated and confused by both
Nathan (p. 68) and one Captain Webster whose role appears to be
something akin to providing a watching brief on the whole business
for the sake of the C.I.A.

Dr. Austin is Traven's lover; he has an "undecided affair" with
her (p. 11) in which she has the status of an object "an obscene
masturbatory appliance” (p. 24). But she is also a doctor, with the
detachment that such an occupation implies, as well as having be-
come the lover of Koester, a research student (cf. p. 79). (Koes-
ter disturbs Traven not only because he is Catherine's lover, but
also because he is creating "scenarios" of his own--in particular,
a kind of 20th century crucifixion in which Traven has the leading
part. Koester is a research assistant who has learned well.)

Dr. Austin apparently finds it difficult to reconcile her roles,
a difficulty given expression by the changes in her Christian name:

Avoiding Claire Austin's embarrassed attempt to embrace him
he stepped on to the lawn below the drive.

. (D- 93)
Standing across the room from Elizabeth Austin, who watches
him with guarded eyes, he hears himself addressed as "Paul."

(p. 115)
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If Margaret represents the wife who doesn't understand, and Ca-
therine Austin an unfaithful academic mistress, EKaren Novotny, the
third woman of these stories, represents the sensual and the erotic.

Talbot followed her about the apartment drawing chalk out-
lines on the floor around her chair, around the cups and uten-
sils on the breakfast table, as she drank her coffee, and
lastly around herself:

(1) sitting, in the posture of Rodin's "Thinker," on the edge
of the bidet, (2) watching from the balcony as she waited for
Koester to catch up with them again, (3) making love to Tal-
bot on the bed. He worked silently at the chalk outlines, now
and then rearranging her limbs." (p. 32)

Their period in the apartment together had been one of almost
narcotic domesticity. In the planes of her body, in the con-
tours of her breasts and thighs, he seemed to mimetize all
his dreams and obsessions." (p. 64)

Typically, it is Karen who picks him up in an empty hotel cinema
after a conference on space medicine, or on a motorway, or at a
beach planetarium, or on top of a car park, or at a demonstration
cinema on facial surgery.

In identifying what these three women "represent," we must bear
in mind one point. It is what they represent to the central charac-
ter that is important, and their places in his pattern of obsession.
All of them are "killed" at least once, Karen Novotny most frequent-
ly of all, and both these deaths and the curious way in which their
sexual activities are described are purportedly explicable in terms
of Traven's efforts to make sense of the world--or more precisely
his world. For example:

Amatory elements: nil. The act of, love became a vector in an
applied geometry. (pe 75)
-

This is explained by Nathan thus:

"Talbot has accepted in absolute terms the logic of sexual
union. For him all junctions, whether of our own soft biolo-
gies or the hard geometries of these walls and ceilings are
equivalent to one another. What Talbert is searching for is the
primary act of intercourse, the first apposition of the dimen-
sions of time and space."” (p. 78)

There are a few other "characters® besides those mentioned,
Kline, Coma, and Xero, for example--a trinity who appear to be whol-
ly the product of Traven's fantasies. They usually appear together
and enjoy no objective status independent of the central characterzs
perception, creatures of the imagination employed in, and the ex-
pressions of, his strange purposes:

A watching Trinity. Personae of the unconscious: Xero: run hot
with a8 million progremmes, this terrifying figure seemed to
Trabert like a vast neural switchboard...Coma: this beautiful
but mute young woman, madonna of the time-ways, surveyed Tra-
bert with maternal eyes.

Kline: "Why must we await, and fear, a disaster in space in or-
der to understand our own time?--Matta" (p. 64)

It is interesting to note that a character called Coma made her
first appearance in a story that Ballard first published in 1960,
namely The Voices of Time--included in The Four Dimensional Night-
Eg;g (Victor Gollancz, lLondon, 1963)--and in the process of coming

o terms with the strangeness of The Atrocity Exhibition one gradu-
ally becomes aware of its continuify with that earlier tale. In that
story Coma relates to two other characters, Powers the surgeon who
builds an enormous mandala, and his former patient Kaldren who is
preoccupied with documenting the rundown of the universe and col-
lects and collates radio messages from outer-space. Coma says of
him to Powers:
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"Sometimes I feel I'm just another of his insane terminal docu-
ments. "

"What are those?"

"Haven't you heard? Kaldren's collection of final statements
about homo sapiens. The complete works of Freud, Beethoven's
blind quartets, transcripts.of the Nuremberg trials, an auto-
matic novel, and so on." -

While she is talking Powers doodles &n elaborate mandala., Kaldran
subsequently says of these documents:

"They're end prints, Powers, final statements, the products of

total fragmentation. When I've got enough together I'1l1l build
"

a new world for myself out of them. (ibid., p. 32)

In The Atrocity Exhibition the collector of terminal docu-
ments and the"builder of mandalas" is Traven, and Coma's complaint
about her role in relation to Kaldren might with justice be made
by all of Traven's women. (Cf. the breakdown of the doctor/patient
distinction.) In The Voices of Time the mandala was not a satis-
factory vehicle for the ideas it was supposed to express (the re-
solution of psychic, temporal, and cosmic confusion). In the more
successful Terminal Beach story Ballard found a pre-established
mandala--in The Atrocity Exhibition he substitutes for the mandala
the notion of the scenario with the car-crash as its focal point.
what is still at work is the quest for some kind of mystical unity:

"This reluctance to accept the fact of his own conscious-

ness" Dr. Nathan wrote, "may reflect certain positional dif-
ficulties in the immediate context of time and space. The

right angle spiral of a stairwell may remind him of similar
biases within the chemistry of the biological kingdom. This

can be carried to remarkable lengths--for example, the jutting
balconies of the Hilton Hotel have become identified with the
lost gill-slits of the dying film actress, Elizabeth Taylor..."

(p. 15)

The Atrocity Exhibition is by any standard a strange book but it
does not represent a total break with his previous work The form
is different and the specific elements that now make up the land-
scape are technological much more often than they are natural--Bal-
lard is here concerned to come to terms with technology. The imagi-
nary natural landscapes of the future have become the artificial
landscapes of the present. And yet what is the "real" continues to
be problematic. As Karen Novotny explains, "We're all in the movies."

FOOTNOTES

1) Cf. M. Rocheach's The Three Christs of Ypsilanti (New York:
Alfred Knopf, 1964).

2) Occasional flashes of humour do occur, 88 in the suggestion
that a botched Second Coming might be filmed as Fellini's "1%."

2) Hegman Kahn, Thinking About the Unthinkable, London, 1962,
p. 143).

4) "The Orgamerican Phantasy," The Tradition of the New, London:
Thames and Hudson, 1962; Paladin 1970, p. 232.

5) The Four-Dimensional Nightmare (Penguin, Harmondsworth,
1965), p. 25.

Flying Saucers Attack Ohio

Diselenide disci

Magnetize Ohio farms,
Flood a pedestrian sky
With erotic arrows, swarms

Of Venerian aphrodisiacs

To skewer man & maid alike.
Sandusky to Cleveland is wack

Y with desire., Nuns wear slacks,

Saints embrace buck-eyed romance,
Even Lutherans fall prey

To lust. Baptists unzip pants

In public, quote Scripture to sway

Teen-aged girls to unbuckle,

An entire Midwest population
Perfuming itself with honeysuckle.
Rendom bodies are in collusion,

Inhibitions tosaed to the winas

Rot even sheep are safe,

In hayastacks, unsteady couples find
No sleep & newly marrieds chafe

From hotel to motel. At last, saucers
Whirl away to Our Lady's Elliband
In Orion's Belt, abandoning acres
Of divorce, swamps of liasons, &

All havoc we dare call love.

== Louis Phillips =--
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Lazarus, Come Forth From That Tomb!
by
Joe R. Christopher
(Turloton State University)

Robert Heinlein, Time Enough for Love: The Lives of Lazarus Long,
New York: G.P. Putnam's Sons, 1973, 605 Pp., $7.95.

In 1941 Methuselah's Children was serialized (book form in 1958):
in this novel, Heinleln Introduced Lazarus Long, the mutant long-
liver among the people encouraged to breed for longevity by the How-
ard Foundation. Lazarus Long (whose original name was Woodrow Wilson
Smith and whose pseudonyms become legion) has now been revived by
Heinlein for what may be, but need not be, the conclusion of the Fu-
ture History series. As is well known, of the story titles in Hein-
lein's chart of this series six were never written, and one of those
came at the end of the sequence: "Da Capo." The next-to-last section
of Time Enough for Love bears that title.

Thirty-two years is a long wait for the second instalment about
Lazarus, but a pertinent comment appears in the "Excerpts from the
Notebooks of Lazarus Long" in this volume: "If you happen to be one
of the fretful minority who can do creative work, never force an
idea; you'll abort it if you do. Be patient and you'll give birth to
it when the time is ripe. Learn to wait"™ (p. 270). Both the comment
and the sexual imagery are appropriate for this book.

For the non-critical reader of Heinlein, this book will be a de-
light. Those who were moved by the sentimental story of "Noisy" Rhys-
ling in "The Green Hills of Earth™ as adolescents will find a much
more mature story of his stay in a bawdy house on Mars (which Lazarus
was running at the time) on pp. 145-151; but both versions agree
that, in his blindness (to quote the short story), "All women became
beautiful to him."

Those who read fiction for the sake of in-jokes or who delight
in a roman g clef, will also find moments to satisfy their taste
here. The most extended passage is Lazarus' story of David Lamb "in
a school for training naval officers” (p. 7l )=--a chapter entitled
"The Tale of the Man Who Was Too Lazy to Fail." Since Heinlein at-
tended Annapolis and was the champion swordsman of his day, the ex-
planation of David Lamb's decision to going out for fencing--to avoid
such dangers as football and water polo--piques the biographer. Lamb
is also from the Ozarks, by the way. Heinlein watchers will also be
pleased with his standard use of waldoes (p. 174) and with Lazarus'
casual reference to a man who had his brain put into a woman's body
and died of alien tissue rejection (pp. 122-123), remembering the
recent I Will Fear No Evil.

But the thirty years have led to inevitable changes in direction
and emphasis in the Future History series. For example, in Methuse-
lah's Children Marion Schmidt is born on the planet of the Little FPeo-
ple as their Improved example of human engineering; no mention is
made of her or her descendents in this book, although Lazarus re-
visits the same planet (pp. 437-439)--the assumption is made that the
humans remaining there died of discouragement (rather 1ike the short-
livers who visit Ireland in Shaw's Back to Methuselah), but surely
Marion's attributes made her less discouragable.
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Other ties to the earlier material are sometimes tossed in without
much more than a Passing ironic point, such as the discovery of the
descendents of the Proxima Centauri Expedition of "Common Sense™ (pp.
4410-412). Some are impossible to reconcile with the earlier material.
In Methuselah's Children the Jockaira gods are housed in separate
temples (and are telepathic and telekinetic to boot); here, Lazarus
and Andrew Libby are said to have wiped them out with "a Mark Nine-
teen Remington Blaster at full charge" (pp. 408-409). Admittedly,
Lazarus' sisters defend this "fifth™ version of Lazarus' meeting with
the gods as being a parable. I have no objection to parables being
non=historic; I am simply making the point that this one isg, if one
can call the earlier novel "history"!

I must confess that I have been certain that the direction Hein-
lein was heading in Methuselah's Children was toward the development
of telepathic and other mental abillities by humans, and that this was
what "Da Capo" was to show. The musical term suggested non-verbal
communication. This direction in the development of races is suggest-
ed by both the Little People and the Jockaira gods. (Perhaps, I
thought, Heinlein was going to go as far as Shaw in Back to Methuse-
lah, which ends with human beings giving up bodily forms altogether
and existing as non-corporal mental energy.) But I should have been
warned by "Da Capo"--repeat from the beginning--that Heinlein was go-
into to play with time travel; yet I assumed the "new beginning" was
going to be mental. In Time Enough for Love Heinlein elaborates the
musical motif with sectTons titled “Prelude," "Counterpoint," "Vari-
ations on a Theme," "Intermission," and "Coda." The last seven sub-
sections--the last three of "Da Capo" and all of "Coda"--are "titled"
with lines of music, which upon inspection turn out to be bugle calls
from World War I. Despite these musical motifs, the development of
mankind (as might be expected from the later Heinlein) turns out to
be sexual rather than mental. Ultimately, Time Enough for Love is a
Freudian parable.

One final comment about the relationship of this book to the Fu-
ture History: Andrew Jackson Libby of "Misfit" and Methuselah's Chil=-
gﬁ is much mentioned. He invented "hypnoencyclopedic technlques,“
which solved one of Lazarus' worries in the earlier novel about re-
membering things as he grew centuries older (p. L42), for example.

But his main purpose in this novel is to prepare for the time travel
in the final sections of the book. Lazarus says that after Libby's
death, he had put his corpse in orbit around™the 1last planet™ they
discovered together, planning to return and take the body to Earth
for burial in the Ozarks--but, a hundred years later, he was unable
to locate the remains (p. 145). Later, post time travel, Lazarus
tells his sisters to pick up Libby's body and return it to Earth,
during the period between his leaving it and returning for it (p.l455).
The reason for this summary is that the sisters are never said to
have returned the body to Earth. On the basis of the conclusion of
the novel, I like to conjecture that Libby was returned to life by
the future medicinal techniques (or was cloned perhaps), and thus in
another book, thirty-two years from now, Lazarus and Libby will re=-
appear as companions.

II An Anatomy of an Anatomy

In Northrop Frye'!s classification of four fiction types, science-
fiction usually belongs to the anatomy class: Frye's definition says
that this type is extroverted (I.e., dealing with society) and intel-
lectual (i.e., dealing with it in terms of ideas). This is not to say
that the three other types do not exist in s-f: I simply suggest that
they are not the majority. Many s-f works have romance elements (the
adventure story plots); others, like Zenna Henderson's People, sto-
ries, are confessional; and a few--Edgar Pangborn's vy comes to
mind-~are novelistic. But the intellectual treatment of future de-
velopments in society is basic.
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Further, Frye says that the short form of the anatomy is the dia-
logue. Just as Plato's Republic is a fairly long example of this
"short form," so also are the first 466 pages of Time Enough for
Love. "Prelude" (pp. 23-55) begins the discussion, with ira Weather-
all attempting to dissuade Lazarus from suicide. The five sectione
entitled "Variations on a Theme®™ develop these discussions, with a
number of long anecdotes (inserted short stories) from Lazarus. On
P. 103 a third conversationalist is introduced, a computer named
Minerva, and the topic of love comes up, which turns out to be the
main subject, although there is a running discussion of something
new for Lazarus to do, which leads to several of the cloning varia-
tions in the book and ultimately to the time travel. Meanwhile
Lazarus' re juvenators, Ishtar Hardy and Galahad Jones, jain the dis-
cussions; then Ira's daugnter, Hamadryad (p. 138)=--by which point
Lazarus is thinking of them us his family., Still later, Justin Foote
LSth (p. 373), a computer named Pallas Athene (p. 37.), and Tamara
Sperling (p. 40S5) join, not to mention Lazarus! sisters.

A few examples may illustrate the method of these diacussions
further. In the chapter entitled "Love"™ (pp. 138-155), whish is al-
80 the whole of the second "Variations" section, Lazarus begins from
Hamadryad's question about love, wanders off into his account of
Rhysling to illustrate that the whores loved the musician while he

was only fond of them, and ends up refusing Hama-

/!—\ dryad's offer of marriage. A longer passage fol=

il lows something of the same pattern, the six chap-
y
'\(\
[

ters in the third "Variations." The framework is
an all-night discussion between Lazarus and the
computer Minerva, which has as its insert a
three-chapter account of diploid twins who were
sold to Lazarus as breeding slaves (perhaps the
most anatomical section of the whole book--in
Frye's sense--in the passage on pp. 201-209 which
sets up the genetic dangers, or lack of them, in
the twin's interbreeding). By the way, the reason
for Lazarus' desire to stay awake all night is
not revealed until much later (p. 429).

The final "Variations" section, laid on a different planet from
the earlier conversations and containing such chapter titles as
"Bacchanalia," "Agape," "Eros," and "Narcissus," is basically an
example of love, of types of love, and of the goal of life (so far
as Lazarus understands it). I can here use "Narcissus" as an exam-
ple of Heinlein's development of his colloquy on love. In this chap-
ter (pp. ,51-466), Lazarus' teenage sisters talk him into doing what
he desires to do: to have asexual relations with them. There is good
reason for this chapter to be entitled "Narcissus" instead of "In-
cest," however. These sisters are his identical clones (developed
from his X chromosomes only, and hence feminine), one of them car-
ried by Hamadryad and one by Ishtar, and neither started with Laza-
rus! knowledge or approval. In loving them, Lazarus is loving him-
self. Lapis Lazuli, one of the sisters, puts it this way: "Coupling
with us might be masturbation, but it can't be incest because we
aren't your sisters. We aren't your kin in normal sense; we're
you" (p. 465). (Despite her argument, for linguistic reasons I will
eontinue to call them his sisters.) In Lazarus' terms, these unions
are acceptable, are "moral™ (although that term is not used in the
chapter), because both Lazarus and his sisters have clean gene
charts--no defectives will be born to their unions. This emphasis
on genetic dangers has run throughout the novel: not only the pas-
sage about the diploid twins!' union, but also one about teaching
children a card game of "Let's Make a Healthy Baby" (p. 242). The
incest motif (to ignore also Lapis' argument about masturbation) has
been prepared for, not only in the marriage of the diploid twins but
in the extended, two-chapter "Tale of the Adopted Daughter (pp. 271-
304), in which Lazarus marries a short-lived, non-Howard woman whom
he rescues as a baby from a burning house; it foraghadows another
example at the end of the book. I stress the recurrent theme of in-
cest to suggest one of Heinlein's unifying concerns in this book
(perhaps one should compare it to .Nabokov's Ada), but the concern
with genetics demonstrates a slightly different point, I helieve.
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Lazarus! assumption that only bad genes make unions wrong seems to
me a clearly utilitarian, humanistic belief. In Charles Williams'
Arthurian poems, the incest of King Arthur and his half-sister
Morgause (which produces Mordred) is taken as a symbol of the great-
est of the Christian sins, pride: Arthur loves himself, and thus
produces his own destruction. Heinlein, in his chapter title and
characters references, also sees the episode as self-love ("Narcis-
us"), but his characters do not find it evil. This episode is thus
an excellent example of the gap between the Christian world-view

and the humanistic.

These comments on the organization of Heinlein's anatomy would
not be complete without some notes on lesser matters of organiza-
tion. Alexel Panshin writes that simple structures of stories "can
be complicated greatly by various narrative techniques--flashbacks,
multiple plots, and the like. Generally, however, Heinlein hasn't
used them., He has always.told his stories in the most straightfor-
ward possible manner..."' (Panshin excludes Starship Troopers from
this statement.) One would almost suspect Helnleln of reading this
and deciding to use flashbacks all through this book. Equally ine
teresting is Heinlein's use of varying points of view. For example,
"Prelude™ is told in the third person, while the first "Variations"
is told by Ira (with Lazarus telling of David Lamb in the middle);
the second "Variations™ is in the third person again. (The two
"Counterpoint®™ sections between these three groups are also third
person, but their focus is on Ishtar and Galahad, not Lazarus.) La-
ter, the three chapters about "the Twinzs Who Weren't"™ and "The Tale
of the Adopted Daughter®™ are told in alternate sections of Lazarus'
first-person narration to Minerva and third-person narration about
Captain Sheffield and Ernest Gibbons-Woodrow Wilson Smith (Lazarus!
pseudonyms in these two adventures, except that the last is his
original name). "Bacchanalia™ is told by Justin Foote. "Da Capo"
alternates between third-person narration and epistles from Laza-
rus, with a brief passage in Maureen Smith's thoughts (p. 591).

(No computer point of view and, given Heinlein's rational s-f, no
stream of consciousness.) All of this with a preface on the writ-
Tng of history by Justin Foote and occasional footnotes explaining
obsolete twentieth century terms.

Especially indicative of the nature of Time Enough for Love as
an anatomy is the way in which "The Tale of the Adopted Daughter,"
the most romantic episode of the book (romantic in Frye's sense as
well as being a love story), is framed by the most anatomical of
all devices: a collection of aphorisms--"Excerpts from the Note-
books of Lazarus Long" (pp. 256-270 and 363-372)--setting forth
ideas without a framework of fictional discussion (cf. "Maxims for
Revolutionists® at the end of Shaw's Man and Superman). A struc-
tural element connecting this episode with a later chapter, "Eros,"
is the decision of Dora to make love with Lazarus for the first
time in "that little stand of trees," because it ias closer than any
rooms they have available to them (p. 298), echoed by Minerva's de-
cision (after she had transferred her personalitx from the computer
to a cloned body)for "this little stand of trees" in a similar si-
tuation (p. 450). This episode is complicated by Minerva's appear-
ance havine been chosen to match Lazarus' memories of Dora (cf. ppe.
167, 253=254), but I think the purpose of the parallel is not that
Lazarus gets a long-lived version of his short-lived love, for Mi=-
nerva is mainly in love with Ira, but a demonstration of the repe-
tition of experiences over the centuries, the sameness with dif-
ferences., (Possibly Heinlein put in the episode without meaning
anything by it, simply to see what critics would make of it, but
once we start assuming that the writers are playing that sort of
games with their readers, the fiction no longer has meaning as
fiction,)

1) Alexel Panshin, "Heinlein in Dimension: Part III, Construction, "
Riverside Quarterly, 2 (June 1966), p. 102.
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But this anatomy of love is not limited in topic or example to
sexual relationships or to incest. Heinlein's novel also has much
to say about children and family life. First about children, in
this aphorism:

All societies are based on rules to protect pregnant women
and young children. All else is surplusage, excrescence,
adornment, luxury, or folly which can--and must--be dumped
in emergency to preserve this prime function. As racial sur-
vival is the only universal morality, no other basic is

possible. (p. 259)

(Lazarus' morality is much like Weston's, in C.S. Lewis' Out of
the Silent Planet.) Another aphorism:

A zygote 1s a gamete's way of producing more gametes. This
may be the purpose of the universe. (p. 262)

Another:

If the universe has any purpose more important than topping
a woman you love and making a baby with her hearty help,
I've never heard of it. (pe 2683 cf. p. 142)

These three quotations, from the first group of excerpts from La=-
zarus'! notebooks, set the theme of Lazarus' concern with children
clearly. The chapter entitled "Agape" (in the final "Variations"
section) reflects Lazarus' understanding of the goal of life. More
specifically, here Galahad offers Justin Foote marriage into La-
zarus! family (group marriage, in our terminology). Somewhat after
this offer (pp. 419-429), Lazarus explains his concept more fully:
"what you are joining is a family. What you are committed to is the
welfare of the children. All of them, not just any that you may
sire...It's not a lifetime commitment; that's not practical for a
Howard., This family may outlive us all--I hope so"™ (p. 433).
Lazarus does not discuss the possibilit{ of

the family getting too large to be function- /Ef=‘\x

al, nor are the children--Undine, E1f, and
Andrew Jackson (p. l434)=--shown, probably be= -'!E%
(S
{
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cause they are not yet rational enough, nor
are they satiric enough, to take part in an
anatomy. No doubt most readers will find the
surface description of the varying sexual
partners most interesting (it has been pre=
pared for by the tradition of term marriages
in the Howard families), but the essential
morality 1is not based on sexual activity,
which could take place without marriage at
all, but on the creation of and caring for
children. A very bourgeois activity perhaps, but one which follows
from the assumption that preserving the race is the ultimate morali-
ty. And the emphasis on sleeping with the children--"the cuddle
watch" (p. 419)=-and playing with them shows how this ties into the
earlier discussions of love: agape, spiritual love, is here domes-
ticated., Finally, the society which the anatomy discusses is here
exemplified in the basis of soclety, the family.

FeHme——

I1 The Shavian Methuselah

ln the first chapter of A _Specter Is Haunting Texas, Fritz Leiber
has his protagonist refer to an actress playing "Eve in Shaw's Efgg
to Methuselah or Mary Sperling in Heinlein's Children of Methuselan."
T take thlis to be an in-joke, indicating HeinleIn's borrowlng of
ideas from Shaw's play for ,his novel; Heinlein's knowledge of Shaw
is assumed in what follows.

2) For a fuller discussion of Heinlein's indebtedness to Shaw, see
my article, "Methuselah, Out of Heinlein by Shaw," The Shaw Review,
1Z (1973), pp. 79-88. T s 1P T
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I mentioned earlier the non-physical end of evolution in Shaw's
work., Heinlein suggests the mental qualities of the Little People
by means of a projection of a Doppelganger and telepathy (p. 437),
and Lazarus says, "Maybe they are perfect, Justin. Maybe they are
what the human race can become...in another million years. Or ten
million. But when I say that their Utopia frightens me, that I
think it is deadly to human beings, and that they themselves look
like a dead end to me, I am running them down...I can't imagine
fighting them because it wouldn't be a fight; they would already
have won against anything we could attempt"™ (p. 438). Thus, by L272
(two thousand three hundred years from now) mankind has not evolved
new mental powers, which is reasonable, since we have not changed
much since Thebes defeated Sparta in the Battle of Leuctra, which
is about the same number of years in the opposite direction. (Shaw's
date for this development is 31,920 A.D.)

But if the conclusion of Back to Methuselah has little to do with
the humans in this book, I should llke to suggest that some things
about Shaw's fifth playlet seem to have influenced Heinlein. I am
thinking partly of Shaw's setting: "...the steps and columned porch
of a dainty little classic temple™ are on his stage. When Justin
Foote arrives on Tertius from New Rome, Secondus, he finds Lazarus
Long and his family in a house modeled on that once owned by "the
political boss of Pompeii"™ (p. 399). In Shaw, the characters on
stage at the first are dressed in the "Grecian /style/ of the fourth
century B.C., freely handled." At the "Bacchanalia™ Justin Foote and
Taemara Sperling are dressed in gowns with "a Golden-Age-of-Hellas
flavor” (p. 407). Indeed, all but Lazarus and his sisters are dress-
ed in "colorful, pseudo-Grecian garments"™ (p. 4j08). I doubt that it
is an accident that the Ancient who shows up on Shaw's stage immedi-
ately after the opening dance is wearing a "linen kilt" with "a
sporran” and that Lazarus and his sisters, Lazarus sometimes being
called "the Senior," wear "the kilt, bonnet, sporran® of Scottish
chieftains (p. 408).

In Shaw, the youngsters turn out to have such names as Strophon,
Aclis, Ecrasia, Arjillax, Martellus, and Pygmalion. In Heinlein, as
we have already seen, some of the ‘cheracters are named Ishtar, Gala-
had, Hamadryad, Minerva, Pallas Athene, and (to mention for the
first time the name of Lazarus' other sister) Lorelei Lee. Also, Ga-
lahad is compared to Ganymede when he kisses Justin (p. 400) and
Lazarus' sisters to Hebe in their serving at the dinner (p. 407).

A final comparison with Shaw can be more briefly stated. In that
last playlet of Back to Methuselah, some of the emphasis is on
children--the teenager born from the egg--and some on the artistic
creation of life--the "automata™ who call themselves Ozymandias and
Cleopatra-Semiramis. The fuller emphasis in Heinlein on children has
already been mentioned. The creation of life is like the cloning,
and especially the development of Minerva's body. (That the automata
turn out to be poor creations does not alter the point,)

Thus this Utopian moment in Heinlein's book, when the family is
established and celebrated, is reminiscent of Shaw's depiction of
the heighth of human history, before physical form was given up al=-
together.

II The Archetypal Romance

But no one answer, no one Utopian moment, is complete in
Enough for Love: the truth is complicated as it is in life. 3
for that matter, no one fiction type is satisfactory. The book is
not only an anatomy but a romance. After Lazarus established his
family in his Shavian looking "As Far as Thought Can Reach,™ then
he goes in a quest for his original family, through time, to Earth.



OPHER
196 JOE CHRIST B

In his Anatomy of Criticism Fry calls the romance-anatomy
"a rare and fitful combination.” His example is Melville's Mpby-
Dick, the quest for the white whale combined with chapters on the
materials of the nineteenth-century whaling industry. In Heinlein
the discussions of the first part of the book give way, first, to
the establishment of the group family and, second, to a further
search for love, The chapter titles of "Da Capo," before language
is abandoned for bugle calls, sugﬁests the material here: "The
Green Hills," "The End of an Era," "Maureen," and "Home." (The re-
alistic detail of Frye's fictional type of "novel" also appears in
this section, just as, considering the biographical nature of the
book as a whole, one finds the confession present.(I am not play-
ing an idle game with Frye's terms here, but suggesting instead the
generic complexity of the volume. I still believe the anatomy to
be the major type.)

The romantic strain in the book was apparent earlier, in the
symbolic names of most of Lazarus' family--Ishtar and Galahad take
their names, officially, after they begin their love affair (pp.
62-63); Justin Poote remarks that Galahad's original name was
Obadiah (p. 400), and Lazarus observes how reversed the symbolism
of Galahad is for the amorous nature of he who uses it (p. 69).
Hamadryad is beautiful (p. 138). And Minerva and Pallas Athene are
obviously suitable for computers. But the name that functions in
an essential way in the story, as more than just a clue or re-
versed clue to personality, is Lazarus. At the first of the book
he is trying to quietly commit sulclde, but Ira saves him--raises
him from the dead, if you wish., At the end of the book, he is
killed in World War I, only to be rescued and revived (from the
dead) by his sisters, Tamara, and the rest of his family. For Ta=-
mara's role here, compare her song on p. 418. (The curious death
vision on p. 602 echoes such earlier comments as that when Lazarus
says he is "a solipsist at heart” (p. 73) and it perhaps replaces
the Shavian vision of Lilith at the end of his play.) But the es-
sential point is that Lazarus "cannot die" (p. 605); for Lazarus
Long, the archetypal pattern is true.

"Da Capo" has also another archetypal plot--one which is not
Biblical but psychoanalytic: that is, it fits the great myth of our
time in which Oedipus is King, and Freud is his prophet. To prepare
for this, we need to ncte part of the earlier discussion, just af-
ter Lazarus' tale of Noisy Rhysling and the whores:

"...0lga had been one of the first to mother him, had
helped bathe him and had stolen some of my clothes for
him while I slept.

"But they all mothered him and never fought over him.
I have not deviated from our subject in this rambling ac-
count of Noisy; we're still defining 'love.' Anybody want
to take a whack at it now?"

"Mother love," said Ira, and added gruffly, "Lazarus, are
you trying to tell us that 'mother love' is the only love
there 1s? Man, you're out of your mind!"

"Probably. But not that far out. 1 said they mothered
him; I did not say a word about 'mother love.'"

ceeascccssss0essssessaencscssasassscssacescancas

Hamadryad said to her father, "lra, 'mother love' can't
be what we're trying to define; it is often only a sense of
duty. Two of my brats 1 was tempted to drown..-"(p‘ 151)

Exactly what is a boy's relationship to his mother? (Note the
twice repeated clause on p. 504, "Oh, sure, a son loves his mother."
The second time it is followed up with "But this was not what La=-
zarus felt toward Maureen Johnson Smith, lovely young matron, just
his 'own' age.")
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To be explicit here, Lazarus and his mother are sexually attract-
ed to each other and physically consummate their desire. (Stapledon's
0dd John would appreciate the need.) Maureen explains that her hus=-
band, off in the army at the time, is understanding (pp. 565=567).
This episode is preceded by one in which Lazarus meets his father,
Captain Brian Smith, who arranges for him to be transferred to
France, believing that is what Private Theodore Bronson (i.e., La=-
zarus) wants (pp. S542-545). The episode of incest and adultery (see
pp. 506-507 for Lazarus' analysis of the concept of sin) is followed
by one in which a lieutenant orders Lazarus beyond the front lines
to cut wire, which leads to Lazarus' death (pp. 597-60l--note the
image of the wild geese at the death, which has appeared earlier, in
Lazarus' words, p. 155, and Tamara's song, p. 418, and elsewhere).

If we draw back, distance ourselves from the book, and consider
the ending as a dream, we see an obvious pattern. Lazarus is doubly
present, of course--as Woody Smith, a boy who loves his mother, and
as Theodore Bronson, who sexually enjoys her. This splitting of one
person is common in dreams, The long episode in which Woody keeps
Maureen and Theodore from their consummation (pp. 551-580) may be
read either as an Oedipal subplot, in which Theodore is the father=-
figure, or (more correctly, I believe) as an image of Lazarus' ambi-
valence about committing incest. He thinks he knows himself--"He
knew that 'incest! was a religious concept, not a scientific one, and
the last twenty years had washed away in his mind almost the last
trace of his tribal taboo. What was left...made Maureen more entic-
ingly forbidden..." (p. 506)=-but his id and superego may be more at
odds than he imagines.

Does Lazarus compete with his father for his mother's favours?
Maureen, interestingly enough, does not see any conflict. (Freud ne=-
ver did understand women.) She comments, "Beloved, my idea of heaven
would be to take bo you and Brian to bed at once--and do my best
to make you both happy. Not that I ever can. But I can dream about
it...and !ill“ (p. 576). The final word in that sentence may be con-
sidered a pun (with a triple meaning, if its Renalssance meaning is
counted in)--again, typical of psychoanalytic dream analysis.

However, the double consummation does not take place. I would
like to suggest that not only the son is doubled in this dream but
also the father. One father, Captain Smith, is an ambivalent figure,
both good and bad, and thus close to real fathers: he gives the pass
that allows Private Bronson the incest, but he also arranges for his
lusting son to be sent to France and the war. The second father, the
Lieutenant, is wholly angry, for by this point the incest has been
committed. That commanding officers are father figures is obvious,
that one gives place to the other in this dream is also clear, that
Lazarus is punishing himself, that he is the only dreamer, is im-
plied by the solipsistic vision which follows his death.

Is that the end of the myth? No, for Oedipus blinds himself and
then is sent forth to wander. Perhaps Lazarus' death is the equi=-
valent here of the blinding. But Lazarus is raised from the dead.
His sisters rescue him--his sisters, who are also derived from him
and, hence, are in the sense his daughters--Ismene and Antigone in
the myth, Lapis and Lorelel in the novel. Lazarus has fulfilled his
Oedipal desire for his mother; Thebes has been ravaged by plague,
or World War I has been fought, but Lazarus has survived mysterious-
1y, from a grove in Colonus or from the French battlefield. All
true gods, or solipsistic dreamers, die and are reborn.

Thus it seems to me that Time Enough for Love should be read by
anyone who wants to find the delayed but impressive climax--the
sexual climax--of John W. Campbell's golden age of science-fiction.
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The Promise

Don't buy her purple.

Even a purple flower on a

Birthday

Card. She says it sats

The message right away. And purple
Veins are repellent, too close to
Death, too close to Life, to the cord,
The door, the final

Strangulation.

Even the wine in the glass
Bottom. The faint

Innocence of that nearly
Purple border of the

Artichoke

Heart.

The diagrams of digestive
Tracts. They make her shudder,
Remember

Something to do with a baby,
Something to do with a new dress.
There was this bargain,

This choice.

Don't buy her purple,

Nothing at all. If you do

And if it's a dress, she will give it
To Salvation Army collectors, put it
In their box, let it bleed on them
And leave herself

Alone

To wash.

~= Christene Coagriffe Meyers

The Translator

I am looking for something
Without asking I
walk into a mouth not

my own
over a tongue
whose taste buds

are as large
as cabbages
I step carefully

among them
as if in between
the narrow rows

of a garden
I kneel
beside two thin rows

which have grown together
Gently I slip
my hands between them

Parting them
I expose
a small stone

the heart
of what can't be said

== Fredric Matteson --
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MF: A Separable Meaning

by

Jean Kennard
(uninm-sily n/ Vlew _jJalanAirr}

Communication has been the whatness of the communication,
Fer separable meaning go to the professors, whose job it
is to make a meaning out of anything.

Anthony Burgess, MF.

In his novel, MF (New York, 1971), Anthony Burgess uses fantasy
to dramatize the basic unity of a complex universe. At the time of
an interview with Thomas Churchill, Burgess was working on MF. He
described the novel in this way:

I want to write a structuralist novel. The f}rst of the
structuralist novels, I hope, based on the Levi-Strauss
theatre of the correlation between language and social forms.
So that I want to exploit the Algonquin legend, the boy who
was bound to commit .incest because he could answer all the
riddles correctly, which is a direct tie-up with Oedipus.

Burgess' myth is the story of Miles Faber whos? search for_the
works of a little known poet, Sib Legeru, leads him to answering
riddles set by monsters and birds, and ultimately to incest. As the
double connotation of his initials suggests, the tao implications
are interwoven from the beginning. The initials stand for Miles
Faber, which, if taken as Latin and translated, could be read to
mean a "soldier in the service of the craftsman,” perhaps a way of
describing a riddle-solver, and also, of course, for mother-fucker.

MF is an incredibly difficult book; Burgess has more than ful-
filled the prophecy he made to Jim Hicks in 19683

The sort of things I write will be more and more involuted,
more and more difficult, less and less salable. This just
has to be. You get fed up with?existing technique. You have
to do something more daring. “

Burgess has dared to put the reader in the position of solving a
whole series of riddles; not just those that Miles has to solve,

but the riddles of the book itself. The reader is obviously intended
to be placed in a position parallel to that of Miles. MF is full of
scraps of foreign languages: Sanskrit, Welsh, Italian, Indonesian;
of conundrums, some of which Burgess has invented and some of which
belong in folklore; of palinlogues; of every possible kind of word
game.

To understand what Burgess is attempting here it is helpful to
refer to two comments in his book on Joyce, who, after all, prac-
ticed many of these games before him. The first concerns the signi-
ficance of riddles,and talks of the relationship between the mys-
tereies of the cosmos and those of language. To Burgess, as to
Joyce, there is more than a metaphorical connexion between them:
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The difficulties of Ulysses and, very much more, of Finnegans
Wake are not so many tricks and puzzles and deliberate ob-
scurities to be hacked at like jungle lianas: they represent
those elements which surround the immediate simplicities of
human society; they stand for history, myth, and the cosmos.
Thus we have not merely to accept them but to regard them as
integral, just as the stars overhead are integral to the 1life
of the man who, micturating in the open air, happens to look
up at them. What is difficult’in Ulysses and Tristram Shand
is meantBto be difficult; the author is not coyly withholding
a key.

The second is a comment about himself and the relationship be=
tween languages:

Waking literature (that is literature that bows to time and
space) is the exploitation of a single language. Dream-litera-
ture, breaking down all boundaries, may be more concerned with
the phenomenon of language in general. Living in the West, I
have little occasion to use Malay, a tongue I know at least as
well as I know French. In dreams, I am no longer in the West;
with the collapse of space, compass-points have no meaning.
Hence English and Malay frequently dance together, merging,
becoming not two languages conjoined but an emblem of language
in general.

(ibide, p. 342)

In MF Burgess uses many languages as an indication of a fundamental
structure basic to all languages. That the reader does not need a
translation itself illustrates Burgess! point.

The relationship between apparently dissimilar languages, like
the relationship between linguistic and social structures, is ex-
plained by Burgess in terms of the Levi-Strauss theory that the hu=-
man mind has always operated in the same pattern. This theory is ob-
viously in opposition to the Sartrean denial of inherent structure
in man or the universe and can very easily include the possibility
of, though does not necessarily imply, what Burgess calls in The
Wanting Seed "a pattern-making demiurge." As Merleau-Ponty poInts
out,

Society itself is a structure of structures: how could there
be absolutely no relationship between the linguistic sys- N
tem, the economic system, and the kinship system it employs?

In the novel Burgess indicates the link between language and so-
cial forms by the similarity of the pronunciation of Keteki, name of
the professor whose riddle Miles solves ana who sends him on his jour-
ney, and Kitty Kee, nickname of Miles's sister whom he is forced to
marry. Hence a parallelism is established between solving riddles
and sleeping with one's sister. Throughout the novel Burgess draws
together the two concepts, "postures and languages" (p.3). Par-
daleos explains:

"We condemn incest because it's the negation of social com-
munion. It's like writing a book in which every sentence is
a tautology." (p.L8)

Man's drive to reproduce himself is described as one of the "great
structural machines throbbing away, those messages in code™ (p.37).
As Burgess explains at the end of the novel: "Communication has
been the whatness of the communication™ (p. 2441).

That the structure of two myths can be the same in two very
separate cultures is in itself a confirmation of the structuralist
theory. The significance of the myth used by Burgess here, a com-
bination of the Algonquin legend and the Oedipus myth, is described
by Lévi-Strauss:
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The myth has to do with tne inability, for a culture which
holds the belief that mankind is autochthonous, to find a
satisfactory transition between this theory and the know-
ledge that human beings are actually born from the union of
man and woman. Although the problem obviously cannot be
solved, the Oedipus myth provides a kind of logical tool
which relates the original problem--born from one or born
from two?--to the derivative problem: born from different or
born from same? By a correlation of this type, the over=
rating of blood relations is to the underrating of blood re-
lations as the attempt to escape autochthony is to the im-
possibility to succeed in it. Although experience contradicts
theory, social life validates cosmologysby its similarity

of structure. Hence cosmology is true.

The myth cannot determine whether man is free or whether he is bounnd
by the structures that parental inheritance imply. Myths do not solve
a dilemma, but by creating a balance between its opposing forces, pro-
vide a way of dealing with it.

Although Burgess' own comments on MF are a convenient way into any
discussion of the novel, they are not necessary in order to under=

stand his purpose. Clues that lead back to the two myths occur through-
out the novel, but are particularly numerous in the first few chapters.

Three epigraphs begin the novel. The first --

In his Linguistic Atlas of the United States and Canada
Hans Karath recognizes no 1sogIoss°coinc13enE with the
political border along Latitude 49 N. (SimonBrotten)

-= both links the ideas of language and culture together and, as we
learn some pages into the novel, is a comment on the fact that the
Iroquois and Algonquin tribes recognized no such border.

The second is probably d reference tc Lévi-Strauss:

Cl'eat embétant, dit Dieu. Quand il n'y aura
plus ces Frangais / I1 y a des choses que je
fais, il n'y aura plus personne pour les
comprendre.

/ (Charles Péguy)

3 Ve ) It i1s annoying, said God: when these French
=i b : people no longer exiat there won't be anybody
%yﬂ\}, LA ///, left to understand certain things that I do.

The third 1a a atage direction adepted from Much Ado about Nothing:

Enter Prince, Leonato, Claudio, and Jacke Wilson

—- which is a reference to Burgess' real nnme,.John Anthony Burgess
Wilson, and presumably a comic reference to this novel.

When the novel opens Miles is staying at the Algonqgig hotel; on
television he hears an Indian talking abuut the weskerini and the
Nipissing tribes, which he remembers "ore members of the great Algon-
quin family"(p. 14); he dreams of a toothless squaw surrognded by
owls; he drinks a new soft drink called a Coco-Cobo, meaning owl,
which comes in an owl-shaped bottle; Kitty, his sister, keeps her
money in a little china owl; the name of the woman @deryn, who has
a bird act in the circus, means owl in Welsh; her b}rds, who ask
riddles, are named after contemporary noveligts: Iris, Angus, Charles,
Famela, John, Penelope, Brigid, Anthony, Murlel,'Mary, Norman, Saul,
Philip, Ivy (p. 110), presumably all askers of riddles.

MF: A SEPARABLE MEANING 203

There are equally many references to the Oedipus myth: Loewe talks

of a cocktail called a Clubfoot; Mr. Pardaleos refers to cultural
taboos on incest, "Oedipus, Electra, all that" (p. 45), "This house
of Atreus nonsense" (p. 50); Llew tells Miles about the time Aderyn
had a man from the audience answering the birds' questions "...and

if he got the answer wrong they'd all fly on to him like to peck his
fucking jellies out™ (p. 112); Miles smokes Dji Sam Soe cigarettes
which actually exist in Indonesia and have "2, 3, L" on the package,
a translation of Dji Sam Soe; Aspinwall drinks Azzopardis! White

Cane Rum, a reference to both lameness and blindness; and i<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>