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3 NOTEBOOKLINGS

+ Hank Iumttrell +

Well, shucks, Lesleigh and I just want to thank everyone who helped get us nominated
for a Hugo, I must say honestly that I never expect Starling to win a Hugo. . . we
just don't publish the sort of fanzine which has a chance, Starlinc doesn't have

the circulation of most of the other fanzines nominated, nor do we concentrate

solely on science fiction, This issue should be ample proof of that, since we have
arranged that this is a "Special ljystery Issue," (Lesleigh mentions that really

every issue is a mystery issue, since we never know until the last moment what is going
to be in it, but that is beside the point,) But all of this really just makes cur
nomination more of an honor; obviously a large number of you were kind enough to think
of Starling when you filled in your ballots, Thanks.,

A1l the ballots are in and counted;, and this year's Down Under Fan Fund emissary has
been chosen. To save some postage, those of you who voted or othermise contributed
to the Fund will find complete details of the race in our last issuec of the DUFTund
Hewsletter enclosed with this issue, But for everyone else, I'll just mention that
the winner is that tremendously familiar fan face, who attends more US conventions
than most people lmow exist, Rusty Hevelin., Rusty has been charwing science fiction

convention goers in this country for a long time; it is only fair that we share hin
with the Australians,

After Lesleigh and I returned from the lad linneapolis Hinicon 10 in April, my mind
was buzzing with dozens of thought about what had happened there. I poured as many
of those thoughts as possible into an little fanzine that I happened to be publishing
for an amateur press association that month, and sent a copy to the .inicon 10
committee so that they might react if they cared to, In response I recieved the
fascinating letbter from Don Blyly which appears on pages 31-33 of this issue, hat
will follow is a somewhat revised version of my Ifinicon 10 remarks -~ and then you'll
be able to read DBlyly!s letter of comment in this issue, also,

IAnicon announced in their pre-convention progress reports that much of their program
and their masquerade ball was =oinc to be video taned, “tve just finished taking a




University fixtension worlshop in portable video, so v b
naturally I expected to find a couple of people with :
portapaeks taping the convention, Portapack video

is the least expensive and most comion sort of

video equipment, As it turned out, !inicon had a great
deal mors equipment than I expected, I saw at least
one small black and white camera, a big Sonyg video
tape deck, a lovely Sony Trinicrem color camera, a
swall color monitor and a small black & white monitor
which was placed many floors above the program «
floor in the registration area, There may have been
more equipment I didn't notice, I don't know if

the Sony color camera was actually a broadcast
quality unit, but judging from the picture quality

on the color monitor it might well have been, If

it was of broadcast quality, it was about a quarter
or. less the size of any studio color camera that
I've ever seen before, I don't know how or why, but
all of these wonderful toys were provided to the
iGnicon free of charge by a ifinneapolis electronics
oatfitl.

I have seen video equipment at conventions before,
In 1970 some east coast fan with lots of money was
showing off a portapack in Toronto, If I remember
correctly, some Boston conventions have been video
taped at least in part, But even so, Hinicon'!s use
of video was an exciting expériment -~ although
there were a few unfortunate moments,

What the iinicon people are left with now, after the "' ’ﬂr\ﬁﬁ W ;;! ),

convention, are tapes of the program (in black and 7 mf\“%} T

white) and color tapes of the masquerade., I don't ?’.",‘g,.@'%é‘mss /W

lmow what quality the program tapes will be -~ T @ 2 e dV =

suspect they are very static ~~ but the tapes of Vot ",__’.g ! :
the masquerade were of low quality considering the 3 "\- a3
fantastic equipment used to shoot them, I'm not-an T “;' A NEW USE
expert on the handling of Sony Trinicrom cameras, ‘ ’_“‘ SR & i3 :

but I suspect that I know enough to feel that the (’@ XY / FOR An oD
camnera used at the Hinicon was mistreated, I t made /‘.- FR E

me tremendously nervous to watch the camera being . 3PN [END...
pushed through the clusters of frantically dancing ° f /|

fans by an operator who was watchin; only his monitor, @ 5iRo\S 74

and I couldn! t help but wonder how longz the camera

was going tolast when it was aimed directly at the

light show's strobe or right at the high intensity studio lights. One isn'4! supposed
50 aim a television camera directly at a high intensity light source,

There were other problems as well, TFor one thing, the light show and the lighting
for the television camera worked in opposition, The television lights were aimed

at the stage and the light show screens in back of the stage and tended to white out
the light show., Which was unfortunate, since it looked like a very good show. The

- _ - show was at least in part the work of fan artist Dick Tatge, and also featured
some slides of drawings by Ken I'letcher, I don't think it would have been possible
for the televison people to tape and still allow the light show full visibility,



%bssibly it would have been considerate to tape for just one of the bandts sets,

Consideration, however, was not one of the strong points shown by the person who
seemed to be in charge of the video equipment, During the masquerade at several
points he felt it necessary to snatch the microphone from MC Bew Swanson (who did

a neat job, by the way) and shout announcements, One of his proclaimations was to
the effect that their video equipment was ecological, since the camera burned under
100 watts, as did the monitor. Another announcement was a plug for his employer,
Both were interesting, perhaps, but at the wrong moments., But the most amazing lapse
of gpod judgement occured when he jumped up on the stage while the hand was playing,
and started yelling instructions into the face of the lead guitarist, who was at that
moment not only playing but singing.

Despite my irritation with the Iinicon video crew, I' ve come to think that video may
help deal with some of the problems facing; large conventions, especially worldecons,
Almost every major American hotel (the sort that might host an American science
fiction convention) has a large, high quality color television monitor in évery boom,
iwvery one of these monitors is & ready connected to a central cable system. It

would be incredibly simple to make a few tewporary changes in these already existing
gystems to enalbe convention committees to run what ever sort of programuiing they
mizht have into every roomn,

Video cameras and tape decks and lighting are all expensive, of course, But it woul
not require a tremendously cowplicated system, and I suspect that the rental would be
well within the mo.dern worldcon'!s budget, I!'m not sure I'm: at liberty to write
about the specifics, but the Kansas City committee is facing a very difficult problem:
one of their program items which is sure to be extremely popular will have to be
limited to a fixed number of at.endeecs. There is sure o be hard feelings among those
who aren't able to attend, and over crowding will probably make those who do attend
reasonably miserable, If this same program were available in full color on every
hotel monitor, I can't help but think that almost everyong would be able to breath
much easier, The same goes for other very popular program events like the masquerade.
As for the movies, I'm sure that some film freaks would prefer sitting in a darkened
hall watching a large 35 or 16mm print, but many other people would be just as happy
to watch it on televison, And who lmows what old videotaped TV programs of SF-inter-—
est mwight turn upe. Various programs which happen at the same time could be taped
and repeated in the evening. Why, dirty hucksters who were trapped behind a table

all day wmight even be able to catch a little program in the evening.

The possibilities are almost limitless, “One other wild idea occurs to me, . .there -
might be a few hardy people out there who actually enjoy standing around in a crowded,
snoky auction waiting for the few items of interest to come up, but I don't. Since
in addition to a television, each hotel room contains a belephone, it might be
possible to conduct things like art auctions over a channel on the cable. Blyly
doesn't 1like this idea, but he shouldn't give up so easily -~ more than one phone
answerer could be used, and you wouldn't have to keep an item on-screen until it was
sold -~ they could be displayed briefly and assigned a number.

Of course all my ideas about using video at conventions are dependant on a number of
factors, It would require a certain auount of co-operation between the committee
and the hotel. I'm sure the whole system that I've discussed could be set up without
doing the slightest damaze to the hotel video system, but haking a typical hotel
managewnent realize that might be a problem, It'seems unlikely that many conventions
could be as lucky as the linicon, and get their-equipment free, On the other hand,
if* the convention was paying for the equipment, we could expect it to be used with
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greater consideration, ‘/hich probably leads us to the most difficult question of all
== who is going to run all of this equipment. At the Iinicon, it was run by volunteers,
I can operate a portapack (it takes 15 minutes or less g learn), and I probably could
have learned to run the bigger stuff, but I just wasn!t aware they needed volunteers.
I suspect that people could be found to run the equipuent, perhaps in fandom, or per-
haps from the community, In Iadison, there is an active group of peopls known as
People!s Video, which is a co-operative venture in public access and personal
video, lbst large commnities should have a similar group. People like this would
be happy to help with the interesting prolilem of turning a hotel into a giant
television studio ~- and I predict that if you turn bo an organization of media freaks
like this that about half of them will be science fiction readers,

I must say just a few other things about ifinicon 16, It was a real gas of a con~
vention, The business in the huclster's room was slow, but we hardly noticed be-
cause the rest of the convention was so much fun, e got to see all our old
Iinneapolis friends again; we even witnessed a vedding ceremony for Ken Fletcher
and Linda Lewnsberry in the traditional Great Sniderism manner. The band which
played before and after the masquerade was great. Called the ilother Goose Band,
the lead guitarist was Reed Waller., You have probably already seen some Reed's
creativity, since he has been doing lots of art /—’ﬁ\

for RUNE. His first work for Starling is in "]'OKEQ )
this issue. There was (of course) a rather

young Frankenstein at the convention magnuerade;
it was a very well done costume and it cut a
very bizarre figure as it danced through the
ballroom, Ispecially when it teamed up with

the little Vaughn Bode® character, Saturday
night the convention floors of the hotel became
one big, noisy - part, with lots of people every-
where. Somehow, though, the right people just
kept showing up wherever we went, and a series

of nice empty rooms just kept tuming up to pro-..
vide shélter from the crowds, If you became- {
thirsty, drink appeared; if you were hungry, é
potato chips would appear under your chair or (2

peanuts would float by in a box. Scamtily )
dressed women asked for help, It secmed like 2
I was in heaven, except for the oceasional g
loud crash from the hall,

C e R L _
Lots of people liked the recent art of Doug ¢ 23 5
Lovelace enough to corment on it. Some readers
even guessed that this was the same artist who
uged to sign his work in Starling Doug JTovenstein,
Doug recently gifted us with a remarkable book
of his art titled "Pursuing the Porcelain Pirates
with lotives." The artwork is fluid and lyrical,
the same smoky style you've seen a little of here.
It is a big book, 32 pages and a bit over 11x15
inches, If you are interested in setting it,
write Doug lovelace, R.D, 3, Box 196-A, A thens,
Chio L5701,
CORE CHEURE R CRR
Lots of nice things have been crowed out of this
issue ~- in particular lesleigh's owvm contribution}
S0. « » o8€€ you next issue,
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If you believe the highest form of series crime fiction to be draving room detec tion

stories, or whodunits featuring the super-sleuthing of little old ladies with hatpins,
you might as well stop right here. Pick up a stack of Peter Yimseys, or liss Marples,

or vhatever, and retire to the library. l!le'll have the butler summon you when we
need you.

If, on the other hand, you like crime novels with copious quantities of crime, action
that is vigorous and violent, lots of loose lead flying, and enough corrses scattered
around that you lose count, then take this advice; read the works of Richard Stark.

Just as Ld licBain is a master of police procedural series crime novels (the &7th Pre-
cinct), and Ress iiacDonald leads the field in the contemporary private detective sec-
tor (Lew Archer), Richard Stark has no peer in the specialized field of the caper
story. A caper plot is the story of a major criminal operation--its planning, pre-
paration, execution, and outcome--told from the point of view of the participants.

In a police procedural, the protagonists are cops. In a private detective novel,

the viewpoint character is (oddly enough) a private detective. In most cases, the
""hero'" of a caper novel is a thief.

The thief that Stark writes about is named Parler; if he has a first name, it's never
mentioned. Parker has starred since 1962 in a series of action novels, seven of which
vere released (in improper sequence) in the United States in 1972 Berkley iledallion
Books under the common series banner, ""The Violent 'orld of Parker'". The packaging

on these was similar to that on many of the other commando~-type action series now on
the paperback racks--The Destroyer, The Eizecutioner, The Butcher, The iiarksman, The
Liquidator, The Penetrator (1), iialko, The Daroness, etc., etc.--but don't let this
deceive you. Stark's novels stand out from this hackwork like a battleship in a
bathtub.

Desides Berkley, a number of other publishers have printed editions of Stark's books.
Among these are liacliillan and Random Ilouse in hard covers, and Gold iiedal and Pocket
Books in paperback. But the most handsome paperback editions I have seen are from
Coronet Dooks of Great Britain. Each novel bears a stunning silver cover with a die-
cut bullet hole revealing the title. liore importantly, Coronet has taken care to re-
lease the entire sequence in proper order--unlike Berkley, who fucked up badly in
this respect.



Stark's debut was a 1962 novel entitled Point Blank (also published as The llunter).g
4s1though #2 in Berkley's "Violent llorld of Parker" series, this book is actually the
first volume in the series.

The plot of Point Blank is as much personal revenge as it is caper story. Parker,

vho never works alone in his armed robberies, but always in concert with a string of
several other professionals chosen specifically for that particular job, has been
dcuble-crossed and left for dead in a Vancouver armory heist. 1ial Resnick, the double-
crosser, unfortunately fails to realize that Parker is not such an easy man to kill.
(Otherwise, the series would have been exceedingly short, and we might instead have
been treated to "The Double-Dealing lorld of kal Resnick'. Stumbling around in a
daze after being left for dead, Parker is arrested for common vagrancy, taking hig
first and only fall. Uith one month to go on a sixz-month sentence at a California
prison work farm, Parker kills a guard end escapes, so he is wanted for murder. His
fingerprints, under the name Ronald Kasper, are now on file, so he figures this is
just another score to settle with Resniclk. 1It'sg also bmportant to the series concept,
because it establishes Parker as a man with nothing to lose. His anti-hero appeal

1s precieely that he will do anything necessary to obtain his ends, and we can de-
light in his audacity. L3

Parker goes to New Yori where Resnick has used the money from the double-cross to buy
himself a low-level executive position in the East Coast organized crime syndicate,
vhich calls itself the Outfit. liow Parker seecks out and obtains vengeance from Reg-
nick, and how he goes on to get 'his" money back from the Outfit, and the people he
has to kill in order to accomplish this, is the story of Point Blank. Even if you
don't go on to read more of the series, this novel is an exciting and suspenseful ven~
detta story in its own right.

an important purpose of Point Blank, though, is to introduce the character of Parker,
a professional thiéf who specializes in institutional armed rovberies--armored cars,
banks, jewelry stores, that sort of thing. The reason he doesn't generally steal fron
individuals is not from any Robin lood concern for the little people, but because in-
stitutions usually have more money to steal.
Once or twice a year he gets together with a
team of other professionals for such a job,
living the rest of the time at resort hotels
under a carefully protected assumed name. His
personality can be described by several short
adjectives: Parker is cold and cruel, hard and
mean, and tough. Iiaybe the toughest there isg.

I believe the next three novels in the series
may have comprised the original series package.
Series are usually sold, I understand, with one
completed novel and two or three others at least
partially completed or in outline. iioreover,
plot threads ertend from each of these novelsg

to the ne:t in sequence, a device wvhich is
dropped later in the series. DBesides, all three
of the books following Point Blank have the same
copyright date, 1963.

The Steel Hit has also been published under the
title The lian With the Getaway Face, a reference
to Parker's new face, cowrtesy of a plastic sur-
geon in Omaha. Dronson, head man of the Outfit,
had sworn in Point Blank to snuff Parker, so
this is the method Parker has chosen to awvoid



because.it

s

tﬁe Outfit's reach. He teams up with another competent professional named Handy iicKay,
2 nervous thief named Skimm, and Skimm's woman, & waitress named 4lma, for en armored
car caper, but complications arise in the form of ar anticipated double-cross by Alma
and the sudden appearance of a punchy old boxer named Stubbs. Stubbs has come after
Parker thinking he might have been the one vwho killed his beloved boss, the plastic
surgeon back in Omaha. Parker wasn't, but he is forced to deal with the problem any-
vay. ilevertheless, he is only partially suwccessful, and word of his new face leaks

to the Outfit.

It becomes necessary to get the Outfit off his back, so that's what Parlker, in his
uniquely charming way, sets out to do in the third book in the series, The Outfit.
By the time Bronson, the boss of the Outfit, begins to realize what a mistake it was
to crosg Parlier, it's too late. For pronson, that is.

A ninor plot element in The Outfit, a gun used in a killing, ties Parker to a man
named llerrow in The iiouwner. Harrow wants a certain statue of a medieval monk in
rowning (hence the title), and hires Parker and Handy iicKay to steal it for him.
After the requisite number of double-crosses and other complications, including the
serious wounding of Handy licKay, Parker obtains not only the statue but also a size-
able haul of cash. This book, possibly because of a too-cute international slant
and perhaps unintentional but still rather annoying parodies of The lialtese Falcon
(a2 statue with a history of violence, a fat guy like Sidney Greenstreet, and a lust-
interest, i1f not actually a love-interest, in the form of Harrow's daughter, and so
forth), is certairly the weakest of the first four, and possibly the weakest of the
entire series. However, as Calvin 1/, Demron says, '"The fourth issue of any fanzine
is always the worst.'" Iliaybe the same observation could apply to series novels.

It's all uphill from there, though. The next three books are probably the best in the
series, possibly because Stark has begun to e:xplore some of the fascinating aspects
of the mean,t.dark, criminal world 4n wvhich he has met Parker.

Killtown (1964; also published as The Score) is a classic big-caper story. In this one
Parlker organizes a large team of a dozen professionals, experts in the necessary fields
of driving, safecracking, arson, violence, and so forth, to loot an entire town. Don't
scoff at the seeming implausibility of-duch a scheme. Parker does too, until he begins
to examine the possibilities, and you'll wind up believing it right alonz with him.

The Jupgger (1965; also published as Made in U.S.4.) explores the concept of criminal
contacts--what various law enforcement agencies often call '"linovn associates'. If
you are a professional heist man who wishes to contact Parker for a job, you cannot

do so directly. Instead, you must contact Joe Sheer, a retired safecracker (or "jug-
ger" in the vernacular of the trade) in ilebraska who acts as intermediary for Parker
and several others in the field. Sheer is the only persen who knows Parker!'s alias
and wvhereabouts at any given time. It's an interesting concept, one which Stark de-
velops well. In this novel, Parker's cover is blown vwhen Joe Sheer dies under myster-
ious circumstances, so he has to travel to llebraska and attempt to unravel.tBe mystery.
ileedless to say, complications abound, which Parker deals with in his typical pleas-
ant manner, usually fatal. Ilevertheless, he can't hold it all together, and is forced
to abandon an alias which has kecome dangerous. (landy iicKay, an accomplice from
earlier operations, has retired to run a diner in Presque Isle, liaine. He becomes
Parker's contact for the remainder of the series.)

1)y personal favorite in the Parker series is The Split (1966; also published as The
Seventh). This is the story of Parker's next operation, a seven-man box-office heist
at a college football game. [Each man e:pects an equal share of the loot, one~seventh
of the wvhole pie, an amount in the neighborhood of $16,000. The heist comes off sueet-
ly, and the thieves settle down to let the heat blow over for a few days before they
skip town. Then the fun starts as members of the team are knocked off, one by one,
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by an unknown asssilant. To make matters worse, the loot, vhich Parker and his part-
ners had worlked so diligently to steal, is stolen from them! There's plenty of excite-
nent, suspesse, and action here as Parker sets about to solve the dilemma.

The police are usually a minor element at best in the Parker novels, seldom eoming «
even close to catching him. Exceptions are the occesionaly crooled copg with their
hands out, suwch as the thoroughly unpleasant Captain Younger in The Jugger. An honest
cop is rare indeed, but one makes an unforgettable appearance in The Split. Parker's
confrontation with Detective Dougherty in his own home is a chillingly understated
scene of guiet tension which should leave even the most jaded reader of "tough" crime
adventure gasping for more. Yet this is but one of the magnificent episodes in a book
vhich exzplores scme of. the comple: relationships among men of a criminal nature and
mentality, and their mode of survival at the ragged edge of society.

Parler tan't the only recurring character in the Stark books, of course. Other as-
sorted murderers and thiéves appear in supporting roles--Handy iicKay, for example.
Paramount among these is Alan Grofield, the hero of his gwn splinter series of action
novels, also by Richard Stark. Grofield, who first appeared in Killtown, is a stage
actor as well as an accomplished thief, though he would be hard pressed to say which
of his two professions he loves the most. Especially since each augments the other.
<N Actor's talents are often very useful on a criminal caper; and with the money ob-
tained through such illegal enterprises, Grofield does not have to “Ysell out' to TV
or the movies, but can devote his thespic talents solely to the legitimate theater--
yet still live considerably more comfortably than such integrity usually allows.

Tall and handscme, Grofield is a good-natured adventurous rogue in the Errol Flynn
mold, though minus the little moustache. His series is only three novels long: The
Damsel (1967), The Dlackbird (1969), and The Dame (date unknown; I haven't been able
to locate this one yet). Generally, they are lighter and less brutal than the Parlker
books; invariably they invélve.Grofield with a Romantic Interest--or, in his own terms,
a Leading Lady.

Aas Parker's partner in Run Lethal (1965), Grofield is wounded in the course of action,
an operation to knock over a gambling island off the Gulf Coast. Rescued by Parker,
he is left in #e:tico, with his share of the loot, '
to heal. That's vhere wve find him at the opening
of The Damsel, but soon a swveet young thing is
cravling in his bedroom window to get away from
hired thugs, and the story is off and running.

Just as lie:zico provides the scenic backdrop
for Grofield's exploits in The Damsel, the :
cold north woods of Canada are the setting
for The Blackbird. Opposite Grofield in
this one is a ravishing black woman,
who learns by the end of the novel
that Grofield is no bigot. Certainly
not in the bedroom, at any rate.

The Blackbird opens with an arm=
ored car heist vhich aborts due

to an ine:xperienced getaway driv-
er, leaving Parlier and Grofield .
to fend for themselves. The 1969
Parker novel, Slay-Ground, opens
with the exact same scene; it goes
on to show Parker fending, while
The Blackbird gives us Grofield!s




story. This-is the only instamce I know of
in vhich two separate -and distinct series
novels by the same author open with the same
scene.

Dack to Parker. I you've read this many of
Stark's books, you're hooked already, so
I'1l just briefly mention the rest of the
titles in the series.

The Rare Coin Score (1967) and The Green
Eagle Scores (1967) should be read as te:t-
bool: e::amples of classic @eper plotting.
The story is broken into four distinct parts.
1)SCENARIO-~ the target is identified, and
the basis for action is established. tiajor
team members are introduced. In The Rare
Coin Score the target is a coin dealers!
convention. In The Green Eagle Score, it's
ari Alr Force training base payroll.
2)DEVELOPMENT-~the plan is established, veap-
ons and other materiel are obtained, and
major complications begin to surface.

Both of these novels telegraph their "sur-
prise" elements early in the story, but ignore that. $3)THE CAPER-- the operation
starts to go down, the action crescendoes. 4)CLIIAN~--all the action comes to a head
until Parker, emerging with his bloody score, goes back to his waiting voman, Claire.

The Sour Lemon Score (1969) is another double-cross story. A sweet bank job goes sour
vhen George Uhl kills his partners. He attempts to kill Parker, but Parker gets a-

vay naturally, and seeks vengeance. In an uncharacteristic burst of charity, be-
lievable because of the events which have transpired in the meantime, Parker leaves
Uhl alive when he catches him, though with slightly damaged arms and %nees. This gen-
erosity catches up wvith him in Plunder Squad (1972), in which Uh1l makes another appear-
ance. Parker doesn't make the same mistake twice.

Deadly Edpge (1S71), in which a concert box-office robbery is soured by the crucifizion
and torture-murder of several members of the team, is dedicated to Joe Gores. Gores,
a first-rate mystery writer himself, is the author of a new series of stories about
Dan Rearny Associates, a San Francisco firm of automobile detectives. 1In the first
full-length novel of that series, Dead Skip, Dan Kearny confronts Parker in the course
of an investigation. This cameo appearance is mirrored in Stark's Plunder Squad,
vhich gives the same scene from Parlier's point of view, with Dan Kearny as the cameo
guest star. It's a minor scene, tangential to the main plotline in both bool:s, but

as far as I know, this is the only instance of a series character from one writer
making a guest appearance in another writer's series, and vice versa.

The most recent entry in the Parker series is Dutcher's lioon. Unfortunately, I have
yet to loaate this one, but the San Francisco Chronicle has this to say about it:

"The money that had been left behind in e ilidvestérn city was naturally the property

of Parker and Grofield, who had heisted it some time before. Quite as naturally, it
had been lifted by a mobster who was disineclined to give it up. The two men--with uhom,
as always, one can feel sympathy only because everyone else is worse than they-~-resort
to violent methods of collection, and when those don't work, enter on a full-scale bat-
tle. The place is fairly littered with corpses before the end. is one may expect,
Stark's narration fairly blazes with vigor." I can hardly wait to read it!




Let's see now, that leaves just one Parker novel undiscussed. In The Black Ice Sc]bzre
(196C), Parker is hired by representatives of an emergent ifrican nation to train some
of their men for a robbery. The object of the robbery is a cache of diamonds in the
possesslan of members of a rival African faction. If some of these elements sound
familiar to you, it may be because that synopsis 1is fairly close to the scenario of
The Hot Raek, a novel by Donald E. estlake. This is no accident, of course, as it is
no particular secret that "Richard Star!?' is a pen name for Donald E. 'Jestleke. This
fact goes 8 long way toward explaining the cinematic appeal of the Stark books, as a
matter of fact. Among the Parker series, Point Blank has been made into a movie (star-
ring Lee Harvin), as has The OQutfit (with Robert Duvall) and The Split (Jim Brown).
lestlalke 18 no stranger to llollywvood under his own name, having written a number of
books from which successful movies were filmed: The Busy Dody (starring Sid Caesar),
The Hot Rock (Robert Redford and George Segal), Bank Shot (George C. Scatt) and Cops
and Robbers.

The identification of "Richard Stark" as Donald E. Westlake also explains why the wri-
ting of this particular crime adventure ser-
ies is a significant cut above the general
run of paperbacli-series haclkwork. Stark's
style is, well, stark. Starkly crisp, &M

starkly objective, and as starkly sharp . @lﬂtm (—ﬂ,‘e “,u"m,)

and piercing as a rapier in the abdomen, '
the narrative is wholly and authentically te X
American in flavor. !lestlake, like Ham~ Wrﬂm F&B

mett and Chandler and precious few others, ?’- ﬁe Out{:'t

inows how to use the language to establish 4 Th@
tone. In most of the books under his own '

name, the tone is humorous and light--comic 5. mubwﬂ (The %m)

¥
*

capers, if you will. Uriting as Stark, the @ Th@ J er (‘UM@
tone he sets is grim, vicious, and deadly. k iﬂ J ‘&

A bantam~sized thief in The Split "looked

like some thing that had _b_;en shrunk and pre- 7 TL\C 4Fl't (ﬂ'ﬁ %eﬂa'l)
served in the nineteenth century." /. dead

woman stapled to the wall with an ornamen- g‘ gu‘n Wal

tal sword in the same book is described q‘ 'Th& %V@@iﬂ %fg
like so: '"She was stucl: there lilie a scare- .
crow put avay for the winter.' Elsevhere, ‘0- Thg éx{ew %bm
Parker looks at an adversary, '"seeing him " W ﬁaﬁk Id&‘"ﬁfw@

for the first time as a dead man." E

I ad b 3 £ e stlake! (2. The Sow Lemon &
admit to a bias in favor of lestlake's

material. I had read and enjoyed everything l% ﬁ,QO“Y Edqe “%ﬂ

I could get ry hand on that had a llestlake 14 mmd

byline, and when I was informed that he

had written a series of novels about a pro- ‘5 HW %w
fessional criminal under the name Richard (@ %tcha.é MDO"

Stark, I immediately sought these out and
devoured them voraciously. It occurs to
me, however, that I am merely an amateur
critic. Ly enthusiasm for the Stari btooks,
wvhile hopefully effusive, at least, is nev-
ertheless totally unautherative. In closing
therefore, consider what an authority--the
authority in the field of crime fictioﬂ:::
had to say about them: "ilobody tops Stark
in hig objective portrayals of a world of
Total amorality.''--Anthony Boucher, llew
York Times.
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WUAT DO %oU
MEAN "WBY WHITE MAN?2

+ Michael Carlson --

It's an old joke, really. The Lone Ranger and Tonto are riding away from a menacing
band of Indians. They gallop into a canyon, only to find more and more Indians com-
ing at them from all sides. The Ranger turns to his faithful sidekick. 'Mlell, old
friend," he says, '"looks like we've had it." Tonto just looks at him. 'That do you
mean "we', white man?"

There's more truth there than you might think, as is dften the case with old joles.
For one of our very basic American myths is the pairing of the white hero with the
dark sidekicl; a myth that extends from Deerslayer right through films like Freebie
and the Bean, or books like those we shall be looking at, three sets of detective
novels all featuring a white/black hero-pair. These are the Hardman series (Jim Hard-
man and Hump Evans, in Atlanta), the Headhunters (Eddie Martin and Jake "T.S." Putnam,
in Detroit), and Razoni & Jackson in New York City.

The myth has its origins in captivity narratives and other Puritan entertainments but
its first clear expression is in Fenimore Cooper's novels of Natty Bumppo and Chinga-
chook. Ve see the white man acclimating himself to his new world by running off into
the woods with his dark-skinned companion, and fleeing formal white society, which

is very often symbolized by white women.

It is a vorking out of the problem of the white European attempting to settle in a
land that is simultaneausly the Promised Land to the West, the heart of all hig myths,
and also an incredibly evil wilderness that tests his Christian faith to the utmost,
with often puzzling results. For the vhite race to survive in the new land, much
less realize their ambition of conquering it, the external menaces of the land itself
and of its personification, the Indians, must be overcome, and that ean only be accom-
plished if certain vhites learn from the Indians, in effect become like their enemy.
Of course, there is a definite association with the devil and the Indian, since both
are colored red, vhich malies the task even more difficult, dangerous and, to white
society, distasteful. Thus the man who learns from the Indians must be some sort of
outcast, lest he pollute the rest of the race.

Hawlkeye/Deerslayer/Leatherstocking represents the first stage of this sort of hero;

he obviously now prefers the company and the life of his red companions, and eschews
the temptations thrust at him by white women. Despite this refusal to attach himself
to whiie society (no one with a wife in a cabin could live an Indian's life, after all)
Deersiayer never loses sight of his white "gifts", in fact his constant blubbering
about the different "gifts" of the races becomes a tiresome litany of loyalty.

This hero becomes refined to the point of Davy Crockett or Duffalo Bill, men wha have
adapted themselves to the necessary skills but are still white men through and through.
They haven't adopted the red man's vay of thinking about the land, as Deerslayer did;
it has been replaced by white man's technology, thus they abuse the land and make their
own reputations through slaughter. That Davy Crockett takes his own myth so seriously
that he goes off to die at the ilamo is irrelevant, but worth mentioning.

vielville states the situation in symbolic terms: Ishmael, the white outcast (lie the
original -settlers of America) and the noble dari~skinned prince whose death insures
Ishmael's life (the white man's survival) in a hostile enviromment (America). Twain



oves the vhole thing directly into the - /////""—-'

vhite men's world, and modernizes it by -

malking the dark savage a black man; the lo- - ,To?

cal Indien is a drunk und a laughingstock : TONAG

by this point in time. Huck and Jim again

flee white women and their world, but there

aren't many places they can go. e

Throughout all this the white man's wor 1ld
was centered around something we will call
the Americen Dream, and perhaps as late as
the First torld War this was still the New
World, and its settlers were still driven
toward expansion by that dream. It vas
partly a carryover from Europe, a dream of
money and success and e:pansion sugercoated
with vague generalities, often left unob-
served, about democracy and liberty. In
this sort of society, the most representa-
tive figure was the confidence man, as liel-
ville realized in his novel of the same name.
He was @ man of many faces and little prin-
ciple, operating by the motto, as told in
an old humorous tale, "it pays to be shifty
in a new world."

is America reached the limits of her eipan-
sion, wvhich Clson dates with the merger of
the major steel companies into US Steel,
1092, she discovers a praoblem in:that all
the external menaces have been overcome.
Because the society is as yet still not a
realization of its own dream, the effects
of each major contradiction of the dream
(Roaring Twenties, Deptession, Gangsterism)
are fett deeply. There is a steady search
for some sort of external menace (anarchists,
communists)upon which to place the blame for
the nation’s troubles, in an attempt to deal
with this schizoid difference between the
Dreem and the reality.

Externalizing of menaces is nothing new; it has been a tonic for troubled societies
throughout history. Hitler did it in Germany, with Jews and Communists; iliron/Agnew
attempted to do it with any number of groups, druggies, hippies, liberals, the press,
etc. lhere the Germans hd3 :llowed themselves to isolate the Jews away from their own
society, Nixon found that it was much harder to get people to abstract their own child- -
ren.

Early 20th Century America, however, had a problem. They had wiped out the Indians,
tamed and abused the land, and there weren't enough Saccos and Vanzettis to absorb the
huge burden of failure for the AmDream. There were attempts in popular culture, how-
ever, most notably in the pulp novels. Operator 5, Jimmy Christopher fights all sorts
of invasions and conspiracies, from all corners of the world, in every color of the
rainbow. Among the pulp heroes he was not alone. Remember Boris Karloff as Fu iianchu
in iiask of Fu lianchu, organizing representatives of the entire Third lorld to 'conguer
the vhite man and steal his women!"? :

B



I%5was only in the greatest of the pulp heroes, the Shadow, that the manace battled
was congistently internal, American, part of our own society. The Jungian definition
of the shadow, that part of our psyche vwhich we despise or fear in ourselves, and

thus attribute to other people, fits very well here, in the contezt of a chamacter who
uged the most violent of methods to deal with the darker part of America. Like the
pioneers; he fights the menaced with its own methods, becoming dangerously like that
vhich he fights, which is why the Shadow is hunted by the police, why he is the part
of the American psyche which goes unmentioned.

After the war brough us out of the Depression, and established a new sort of atomic
povered expansionism for American; and with the wartime economy eitended via the cold
wer, things looked good, and the threat to the American Dream seemed to disappear in
a veritable orgy of consumerism, success, conformity, and keeping up with the Joneses.
ilikita was all the external threat we needed.

Dut as we reached the 60s, all the hidden troubles rose to surface, first through the
emerging racial consciousness and then through LBJ's schizoid desire to actually imple-
ment the American Dream and run a war at the same time, a guns and butter program that
any Rockefeller could have told him wouldn't worlk. We saw all the violence, every
protest, everything, on TV, and a desperate america looked for a hero to fight the
menace.

But the faults were too visible; we were no longer living in the age of the pulps, or
movies and radio; we were living in the world of tv, where all our heroes were smaller
than life, and every little bit of reality that slapped ou faces from the screen made
us aware of just how fanciful our heroes were. Finally we became so disgusted with
our own misunderstandings of the American Dream that we threw out our most perfect and
visible example of the successful con man, the '"it pays to be shifty in a new world
dictum'", namely Richard ii. ilixon, and replaced him with a solid rotarian-type average
joe.

i6 the image of the hero changes, the soul of the American hero is no longer as isolate
as DIl Laweence once portrayed him, although he remains basically cold and certainly a
Ikiller. This change is probably most visible in detectives.

The sidekick existed as an alternative to some degree to the hero's isolation, although
he had taken a back seat over the years to his white boss, as in the Lone Ranger and
Tonto, the Green Hornet and Kato, or the Spider and Ram Singh. The solo, hard-boiled
dick had stepped to the forefront, the white man existing in a basically white world,
no longer nezding the aid of the dark man.

Hammett's hero exists in a world of professionalism which enables him to deal with a
society built up on an intricate framevork of lies. It takes a man totally committed

to an ethic, any ethic, to unravel the many deceits in a Hammett novel. Chandler takes
this hero and works in the essence of ilatty Bumppo; liarlowe is a traditional hero-type
from Europe (note the Elizabethan associations of his name) placed in a new environment,
and he copes only by sticking to his somevhat fantasized cocde of honor, which we shall
come back to later.

And then, after the war, the hero is mutated evem farther, to liike Hammer, who seems

a product of the violence he fights, who is the Shadow made small and human. lammer

is isolate, but he is also involved in his corrupt world in a way that Bumppo or iiar-
love never could be, because their owvm moralizing precluded it. Hammer sometimes falls
back on a Sam Spade-lilte professionalism, but it never lasts long.

The mixed race hero pair virtually disapperas at this point, with the exception of I
Spy, which presented an intelligent black playing lackey to a horny vhite, a very sub-
tle and ahead of its time role rewersal, toned down, no doubt, by the LCD of TV.
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liith the failure of the Dr eam becoming most ‘ﬂmywq"
violently visible in the blaclk-dominated mﬁggg& w)f}
cities, however, it was not long before a ”ggﬁﬁg;y/

vorking apgreement again springs up between
the white man and his more primitive ally,
although again the terms have been changed;
and unlike I Spy, the changes are not sub-
tle.

The three series which we will eramine all

began in 73 or 7Z and their make up seems

to derive, in part, from the film llickey and
Boges, a clever alteration of the I Spy for-

mat written by Valter Hill and directed by

Robert Culp. 1In this one, Culp and Cosby e
play a couple of down and out private eyes,
with vague undertones of iiar lowe...but here
it is Cosby who is the stud, with a beauti-
ful wife, and there is a very subtle hint of
homosexuality in Culp, tied in with his self-
destructive love for a blonde bitch goddess, a stripper iu & war. A4gain, the white
ran turng away from vhite women, who are corrupt, and the black man loses his woman
(in a nev twist) but gets his revenge and they walk off, not happily, but alive, at
the end.

The essence of the vhite/dark hero pair has been that the dark man is somehow closer

to nature, the vhite man presumably having been corrupted by civilization. tlote the

di fference between Rebecca, the dark Jew and Rowena, the fair Saxon, in Ivanhoe, as
evidence of the deep-seatedness of this myth. !'hen the outcast from society forbids
himself white women, he forbids himself all women, so there is a current of unconscious
and sometimes innocent homose:xuality which continues even today, in films like Butch
Cassidy and the Bundance Kid, The Sting, Scarecrow, Busting, etc. The whale-sperm
squeeze in lioby-Dick 1is probably the serxiest scene in American literature up to that
roint.

The modern problem is that america is now the white man's land, totally, and we are
still at odds with it. he cities, once so synonymous with the vhite society, have
been abandoned to the blacks and the freaks, and they are written about in the same
sort of languarge that the Puritans used to reserve for the evil woods, in which In-
dians and/or the devil lurked. What else is Death Wish if not the rite of passage of
a white man in a hostile world, a rite which involves ruthless violence. In eifect,
the realities of America have taken aver the fantasies of the Dream, and our heroces
no longer pay homage to that dream.

it is strange that in a black environment (the city) and in a situation vhere the black
partner in the hero-pair has more status than ever before, that he should still be as
stereotyped as he is. But in all three of the series novels we are about to e:xamine,
the basic set-up is the same, and the characters are revealing.

Razoni, liartin and Hardman are all instinctively good cops, but all have a basic char-
acter flaw. Hardman is getting old, fat and slow, living on his wits, and was kicked
of f the Atlanta force, though he wasn't really guilty of anything. liartin has a taste
for high living, fortunately supported by his wife's inheritance (vhich mlso makes him
immune to corruption...money can do anything in America), Razonis is a wise ass and a
bit of an anachronism...the time of the real wiseass tough cop is gone, and he finds
it hard to keep up with the changes.

Likewise, the tlree blacks are all big, strong, and studly. Hump Zvans is 6'G" or &' 7!



(%&e author can't decide, or there's 2 authors) 2701lb. ex-pro football player with the
sexual appetite of a bull in heat. Tough Jackson is also very large, but he's married,
although not above lmocking off an occasional piece on the side. And TS Putnam dresses,
drives, laocks, talks, snorts coke, and balls like a pimp. Lucky for him hel's a cop.

The point is that none of these guys are, if you'll pardon the e:ppression, lily-vhite.
The hero can’'t be pure and be bhelieved. It's partly the old you've got to be like
your enemies to fight them syndrome and partly the realization on the part of the
audience that no on is totally good (anymore).

In Atlanta Hardman & liump are not above picking up spare change by running heroin in
from New Yorli City, a fact which is played up in a couple of the novels and ignored
in the rest, as if perhaps the thought of heroin is too much. But they definitely
are operating outside the law and society; a couple of the books center around the
black ganglord known as The lian, who seems to control a good portion of Atlanta. And
in the new land vhich is the modern urban jungle, the vhite man lives by his old time
city wits, while the black man still has to resort to native e:pertise--the city, or
nany parts of it, at least, are his turf; he is at home in the animal streets; he is
the dynamo of animal energy with the clever white man as the brains. Illardman and Hump
are tending to work together more equally, breaking down the older mythic barriers,
and creating new ones that might signal the decline of the white hero as we linow him.
There is a new sort of equality that, from a vhite point of view, seems definitely
paranoid...the white race!s last desperate grip.

In this gripping all bets are off as far as morality is concerned. Robert iltman sen-
sed this early on, and has made a series of movies demolishing our genre myths. The
latest of these, The Long Goodbye, takes away the only thing that separates iiarlowve
from the mess of society, his white armor as it were, namely the hard and isolate mor-
al integrety. To Altman it is anachronistic, a fantasy, and in 1973 completely unvi-
able, even for a private eye.

So what is our motivation, then? ITeyon? the drive for "trim" which seems to motivate
a number of these heroes, the overwhelming goal is money. lioney was the root of the
American Dream, money was and is the reality of the American Dream and all else that
is American passes through the moneygoround.

The Headhunters are the most effected by the drive for money, although Hardman obvi-
ously has no scruples about e:xtremely dirty bucks. liartin's wife keeps him in luxury,
but Putnam is blessed with a superhuman lucky streak, which lets him hit the number
regularly and win at any game of chance. 'ithout this piece of (unbelievable) purest
chance, Putnam would probably be a pimp, or a dealer, er a racketteer; it would be the
only way for him to afford his life style. It may just be a coincidence, but the deaths
come faster and more frequently in the Headhunters than in the other series, or maybe
that's just because it's set in Detroit, the iiotor/iiurder city.

Strangely enough the Headhunters is at times almost slapstick funny, but perhaps that's
only our perverse American outlook on violence that allows it to seem so.

Razoni end Jackson walk the middle ground, toward a more serious solution. Although
liardman and Hump get along better, at least on the surface, Razoni and Jackson are the
only ones really actively boasting any sense of real morality. It's not much, but it's
something. They're forced to, in a senee, because they are portrayed as real humans

on a real police force in a real Hew York City; but they seem to react well to their
most difficult situation. There's a definite sense of anarchy and fatal chaos in the
Headhunters, but in Razoni &nd Jackson we feel that the ity may still have a chance.

This is in decided contrast to the latest filmed hero-pair, Freebie and the Bean, where




we have a white and a mexican working together in a city that seems *LA and ‘i San
Francisco. In this series the transformation has been worked completely--Freebie, i
the white, is a crooked cop through and through, a creep basically, and out for as
mich as he can get. BHean is still impressed with the fantasy part of the dream, try-
ing to live with a real family, and a job with honor. Freebie only can react when
his own pride or the life of the man he "loves'" (again a really stron<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>