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MEPHISTOPHELES.
I’ll show you arts and joys, I'll give you more
Than any mortal eye has seen before.

FAUST. If | be quieted with a bed of ease,
Then let that moment be the end of me!

[...]
If to the fleeting hour | say
‘Remain, so fair thou art, remain!’
Then bind me with your fata chain,
For | will perish that day.

—JW. von Goethe, Faust |

The Magic of Machines

Science fiction (SF) has traditiondly been connected with reason, technologcd inno-
vaions, with the scientific advancement of humaen dvilisation — as the optimistic in-
heritor of the Enlightenment, it is not immediatedy associated with the tradition con
cerning demons. Yet, any reader who is familiar with the genre will know that the -
rationd — even demonic — has its important share of the dynamiam of this abundantly
productive fied. This chapter studies the tempting and anxious relationship men (hu



man in generd, but here dso specificdly the mde characters) have had with machines
in sdence fiction, and the way “technodemons’ eventudly evolve to figure in this re-
lationship.

The academic research of science fiction has often had problems with the “ro-
mantic’ or irrational aspects of its subject; the genre is defined in such a way that
most of the published science fiction is exduded from the smdl group of “red” SF
works. Darko Suvin's pioneering theory is a typical example: according to him, ‘SF is
distinguished by the narrative dominance or hegemony of a fictional ‘novum’ (nov-

nl

elty, innovation) validated by cognitive logic.”* Furthermore, it is

aliterary genrewhose necessary and sufficient conditionsarethe presenceandin
teraction of estrangement and cognition, and whose main formal device is an
imaginative framework alter native to the author’s empirical environment[...].2

Swvin ams to take SF serioudy, and in doing S0, he makes it an emphaticaly
cognitocentrist genre, and “cognition” as something opposed to myth or metaphysica
dimenson® The redlity does not correspond to the definition, and so Suvin is forced
to discard 90 percent of the genre as “sheer confectionery” (as both intdlectualy and
politicaly trivid).* The weight put on the factud and intellectua aspects of science
fiction has played an important role in the sdf-dedfinition of SF;, cams for plaugbil-
ity, sdentific “thought-experiment” and extrgpolation have figured in the writings of
proponents (the declarations by Hugo Gernsback and John W. Campbell, J, the cen
tral “pulp” editors, are characteristic examples).’ The need to separate science fiction
from its “othe™ — the irraiond, dreamy “fantedes’ with nothing but entertaining
vaue — is obvious, even if in practice many of SF writers and readers have dedt with
fantasy as wel as with science fiction. Furthermore, it could be agued that a reading
of SF, that does not take into account the symbolic and mythicd dimensions of it, is
fundamentally inadequate.

The Faudian subtext is often very drong in science fiction, and in his dedings
with the forbidden knowledge, the typical SF innovator becomes a deeply ambivaent

figure. The demonic connotetions of scientific enterprise surface early in the genre,

' Suvin 1979, 63. Italics in the original.

? Ibid., 7-8.

% Ibid., 47. To Suvin, the “real” SF is dismantling myths, and operating as a critical and
political analogy of the possibilities and threats inherent in writer's own time and society (ibid.,
75-6).

* Ibid., 36.



and gan new forms and interpretations in “cyberpunk” and other contemporary SF.
The commercial success of modern science fiction was preceded by the popularity of
two important predecessors, Jules Verne and H.G. Wells. Verne captured the imagina-
tion and fascination of his audience with the prospects of modern technology, whereas
Wedls developed sweeping vidons of (often threatening) future. Well's War of the
Worlds (1898) with its blood-sucking Martians provided a formula for numerous
popular SF dories. The mongdrogty of space diens became a given, the amount of
sdf-awareness and sdf-reflection in this connection a variable. Already in a 1956
film, Forbidden Planet (directed by Fred M. Wilcox) the terrors of outer space are
produced by human mind, as the “mongers from the id,” cregtions of subconscious
mind and dien technology, dtart attacking the expedition. The most of pulp SF had
more concrete and externd sources for evil.

Rosemary Jackson's theory of progressve “interndisation” of fears as gener-
aed by sdf has its vdidity in science fiction as in fantasy. This process is not, how-
ever, a linear development; as seen above, in the context of horror, W.P. Blaity’'s The
Exorcist, anong many others resds the interndisation of evil in sdfhood. The dual-
istic oppogtion (between ‘us and ‘them,” or ‘good’ and ‘evil’) is linked to the need to
rase boundaries for salfhood, to the moment of condructing identity; the questioning
of this boundary and problematisation of sdf/other dividon is its necessary counter-
part. The demonic features in SF are interesting in comparison to horror particularly
because the rationd emphads associated with the genre leads one to expect different
ways in treatment of otherness and sdfhood in this “scientific’ context. In a closer
look, the univocaly secular and materidist labd of SF darts to wear out. For exam-
ple, in the popular noves of Arthur C. Clarke, one of world's best-known science fic-
tion writers, science and technology pursue answers to al the humanity’s questions —
reaching findly dso to those tha have traditiondly belonged to the area of religion.
In Childhood’'s End (1953) the first diens humans confront are demonic in form, but
much higher in ther development of knowledge, moras and technology. The diabali-
ca appearance of diens is connected with ther painfully transgressive role in the evo-
lution of our species, they have come to leed humans into space, but only the children
are capable of responding to the cdl of the transcendent — the older generation is

® See, e.g. Broderick 1995, 4-8.
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bound to earth by their rigid structures of thought® The tension between the young
and the old is articulated with the hep of demonic imagery: in a trasgressve gesture
the future is in league with the “scientific demons’ (whereas the old are captives of
their own superdtitious fears). The evolutionary legp is a centrd motif in Clarke, dso
2001: A Space Odyssey (1968; directed into film by Stanley Kubrick, based on
Clake's earlier short dtory) caries religious resonance. The black monolith that me-
nipulates the early humans into tool-users is a powerful symbol of the mythica power
that technology carries in SF. This sory dso depicts how man can leave his ealier
limitations by endorsang the dark and frightening powers of scientific evolution, tech
nology, the unknown — arising findly into new, god-like selfhood.

Science fiction is sendtive and responsve to the promises of scientific and
technologica progress. Study of its mythical subtext reveds that it is dso expressing
the anxieties inherent in this process. In a collection of aticles addressng the rela-
tionship between reigion and SF (The Transcendent Adventure, 1985) Robert Rellly
offers the explogon of the firg aomic bomb in Hiroshima (1945) as the turning point
in our relaionship to technology. The ded with technology was not only promisng a
free passage into sdientific heaven; the darker tones gained incressing prominence.” In
2001 the episode with Ha 9000, the onrboard computer, addresses the fears of too
much intimacy between man and machine — the “atificdd intdligence’ is dter dl, a
hybrid, and thereby inheritor to the ambivdent mongrosty centrd in the demonic
tradition. Hal tries to resolve conflicts between its programmed task and the orders of
the crewmembers by diminating the crew. The motif of robots rebeling and turning
agang ther magers is as old as “robots’ themsdves (coined by Kard Capek in his
play RU.R, 1921).

The production of technologicaly enhanced “supermen” has proved to be ent
during and unnerving topic; a possble technologica redefinition of human beng is
dmultaneoudy expanson and extenson of sdf (and thereby desrable as <df-
fulfilment), and violaion of the limits of identity. This ambivalently desrable threet is

® Childhood’s End has a special note attached to it: “The opinions expressed in this
book are not those of the author.” In his article “Immortal Man and Mortal Overlord: The Case
for Intertextuality” Stephen Goldman argues that the need to make this ambiguous dismissal
(which opinions? opinions of the characters? or the whole book if read as a statement?) of the
novel must have been due to the heavy influence that the intertext concerning Satan (espe-
cially Milton’s Paradise Lost) has on the reader’s reception of it (Yoke - Hassler 1985, 193-
208).

" Reilly 1985, 4.



manifest in such works as Man Plus (1976) by Frederick Pohl. In this novel Roger
Torraway is an asronaut who is cyberngticdly enhanced to survive in Mars. In this
case, as well, SF gpplies demonic imagery to man-machine hybrids

He did not look human at al. His eyes were glowing, red-faceted globes. His nos-
trils flared in flesh folds, like the snout of a star-nosed mole. His skin was artificial;
its color was normal heavy sun tan, but its texture was that of a rhinoceros's hide.
[...] He was a cyborg — a cybernetic organism. He was part man and part machine,
the two disparate sections fused together [...].2

The solar panels were a problem at first, but we solved that one rather elegantly.
[...] They did resemble bat wings, especially as they were jet-black.’

He is characterised as looking “like hdl”; the standard appelation is “mon-
ster.”!® The uncomfortable heterogeneity in relaion to machine is figurativy ex-
presed with various animd aitributes, suggesting nocturnd and underground, de-
MOniC associations.

In order to cope with the torrent of non-human information pouring through his
atificid sense organs, Torraway’s nervous system is combined with a computer that
interprets and filters it into manageable forms. This mediated information is, however,
profoundly unreligble; it is dso addressed as a specificdly rdigious problem in the
novel. The circuits are necessary to interpret the “excess of inputs” but: “If Roger
could not know what he was seeing, how could he see Truth?’*! The possibility of
evil is insribed in the heterogeny; in a case of emergency, the computer takes over
the control of Torraway’s body and perverts his perceptions into maevolent fantasy.'?
In this cyborg fiction, body as an “other” is figuratively linked with machine as poten
tid threats to the sdf. The Man Plus project attempts to build a superman who is &
pable of exceeding the limits of biologica body: it would be stronger, and not covered
with vulnerable, soft human tissue. As narative progresses, the technologicd sup-
plement of Man Plus threstens to displace the “origind” — Torraway is even cadrated

® Pohl 1976/1994, 18.

® |bid., 92-93.

1(1) Ibid., 8, 94 et passim.

Ibid., 96.

2 The technological selfhood is imagined in terms of paranoia where one cannot even
control what one’s hands are doing: “He knew that the backpack-brother [the computer] was
still withholding energy from the transmitter. He knew tat his perceptions had been skewed,
and that the dragon was no dragon and the gorillas no gorillas. He knew that if he could not
override the brother on his back something very bad was likely to happen, because he knew
that his fingers were slowly and delicately wrapping themselves around a chunk of limonite
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to reach the standards of machine-like invulnerability.** Following the supplementary
logic, the “plus’ not only adds something to the “man,” but replaces it'* Klaus
Thewdeit's psychoandytic interpretations of the “amoured” body in Frelkorps nov-
ds offers some suggestions about the motivations for such ambivaent gestures The
denid of sexudity and living, feding contact (inherent in manmachine fantasies)
ggnds of traumatic need to control inginctud impulses, to amour one's ego by ar-
mouring the body. '

The fear of robots is such a strong trend in SF that Issac ASmov has even
coined a term for it, the “Frankenstein syndrome.” In his own short stories, ASmov
st out to dleviae this anxiety.’® Many of his popular robot stories revolve around
crime and quilt, and only humans are proven to be capable of evil acts. The robots in
Asmov dories are incgpable of unethical actions — because they are programmed by
humans to follow compulsvely every command a human gives, even if that would
mean robot's own destruction.!” Asmov actudly retains the distinct identities of man
and machine by emphadsng the inequdity and dissmilar problems of robots and
their creators. For example, the classic sory “The Bicentennid Man” (1976), that
Asmov later expanded into novel (The Positronic Man, 1992, with Robert Slver-
berg), ams to cross the line separating humans and machines (robots), but in so doing
only subdantiates the dgnificance of this limit for condruction of identity. The indi-
vidud robot, “Andrew Martin,” wakes into credtivity and struggles for recognition of
his humanity in a manner reminiscent of the cvil rights movement of the 1950s and
1960s. In a sdlf-defeating act, the robot can reach the recognition only by replacing
his body by organic human body, and by letting his brains deteriorate and die in the
manner of human brains. The “union” of man and machine is here accomplished by
erasing the “maching’ from the man- machine hybrid.*®

the size of a baseball.” (Ibid., 266.) The evil intentions are projected into the malevolence of
treacherous machinery.

ﬁ Ibid., 117.

See Derrida 1967/1976, 145.

'® Theweleit 1989, 164. (CHECK!)

'® See Brian Stableford, “Man and Machine” (in Wingrove 1984, 26).

’ Asimov formulated the “three laws of robotics,” a set of built-in commands that often
preface his robot story collections: 1. A robot may not injure a human being, or, through inac-
tion, allow a human being to come to harm; 2. A robot must obey the orders given it by human
beings except where such orders would conflict with the First Law; 3. A robot must protect its
own existence as long as such protection does not conflict with the First of Second Law.

8 Asimov’s views on robotics are deeply intertwined with racial (even racist) dis-
courses; the last whisper of the dying (ex-)robot invokes the memory of the beloved owner:



The quedtion of atificidity in the connection of identity condruction is a sensi-
tive one “Artificd” has nowadays characteristicaly negative connotations, it is op-
posed to something genuine and naturd — “atifice’ is a human dratagem, deception
or trickery (as an imitation of the red thing).X® The omnipresence of technology in the
affluent West is wdl suited to heighten any semiconscious anxieties one might have
about one's own datus as a product as much as a producer, as a heterogeneous col-
lage, object, rather than a unified and monologic subject. Culturd critics have recently
renewed ther interest in the manner indudridisation and development of the modern
society “liberated” people into the freedom of modern individudity only by demand-
ing more sdf-control; the new way of adminigering time, for example, is machine-
like in its mechanica precison. Marshdl Berman reminds us of the ways the Faustian
tae is connected with modernity; the need to exceed al the traditiond boundaries is
linked in Goethe's classc verson with “a new socid divison of labor, a new voca
tion, a new relationship between ideas and practicd life”™ Like Faust, the modern
man has “two souls’ living in his breast; the unremitting drive for development is
springing from an inner contradiction.?’ The interpretations for this stuation differ:
Berman thinks that the demonic aspects of modernity are necessary — even if the
process of modernisation “exploits and torments us,” it adso brings us energies and
imaginations, drives us to confront the ever-changing world and make it our own.?
Charles Taylor, on the other hand, clamsin his Sources of the Saf that to live without
a dable morad bass (Taylor spesks about “mora ontologies’ or frameworks that
structure identity) is sensdess life®® According to this view the constant hurry and
dmog hydericd rush for more “efficdent” modern technologies (which, in redlity,
have become ends in themselves) would operate just as an obfuscation of inner enp-
tiness. Whatever the interpretation, machines, and in our day especidly communica
tion and information technologies, have neverthdess become emblems of this condi-

tion, and science fiction records both the exhilaration and anger in our relationship to

“Little Miss.” (Asimov 1984, 682; Asimov - Silverberg 1995, 290). Uncle Tom’s Cabin trans-
posed into the positronic brain?

The etymology of ‘artificial’ is connected with art: it is derived from Latin artificialis,
belonging to art (from artificium, craftsmanship). The idea of deception now dominates over
the moye positive dimensions of ‘artifice’ as the ingenious use of skill.

Berman 1982/1991, 62.

! See Faust I; Goethe 1808/1949, 67.
?2 Berman 1982/1991, 348.
% Taylor 1989, 17-18.



them.24

When new technology is developed and employed, it gains symbolic and imag-
native dgnificance that goes beyond its purdy utilitarian vadue. Lewis Mumford, a
socid critic of technology, noted in 1930 that the “vast materid displacements the
machine has made in our physcd environment are perhaps in the long run less impor-
tant than its spiritud contributions to our cuture”?® Arnold Pacey agrees with this in
his The Culture of Technology (1983): there is no neutrad technology. We dways a-
tach symbolic meaning to instruments and techniques we use®® This basic idea can be
taken further by emphassing the complex role of technology to identity production in
an increesingly technologicdly saturated, and — even more importantly — technolog-
cadly mediated and condructed, redity. Antiquity, for example, has left us the car
tionary tae of Icarus flying too close to the sun, but dso the description of the whole
world as represented in Achilles shidd?’ Metalic weapons, architecturd monu-
ments, vehicles — these have been prominent as mirroring embodiments of our datus,
power and achievement (notable in such desgnations as “the Bronze Age,” “the Ma
chine Age” or “the Rocket Age’). Current era, known as “the Age of Information,” or
“the Computer Age’ in popular nomenclature, is no exception in the symbolic and
aso unconscious meanings that operaie in our reationship to technology. Herman
Bausnger has dudied the role technology has in peopl€'s life and imagination in his
Volkskultur in der technischen Welt (1961), and seen a clear continuum in magica
thinking. Engines and railways were a first perceived through the earlier discourse of
magicad powers. Bausnger clams that the development of modern technology into
ever-increasing degrees of complexity makes it harder to grasp and control; the need

for magical thinking in relationship to technology is growing, not diminishing,?®

% The discourse of slavery is repeatedly invoked, as people describe their relationship
to the technological modernity — in the past, as well as in the present: “Is not slavery to capital
less tolerable than slavery to human masters?” (George Fitzhugh, Cannibals All! or Slaves
Without Masters [1857; quoted in Selzer 1992, 47]), “I now have attained freedom just as fully
and really as a runaway slave might have in the pre-Civil War period” (respondent to a New
Age questionnaire; Ross 1991, 15).

% Mumford, “The Drama of the Machines” Gcribner's Magazine, August 1930; quoted
in Mumford 1934/1963, xii).

% pacey 1983, 92; also 1990, viii.

*7 |liad, 18:478-608.

28 Bausinger 1961/1990, 27.



“Making a Man”: Frankenstein’s Demonic Monster

‘Devil,’ | exclaimed, ‘do you dare to approach me?[...] Begone, vile insect!’

[...]
‘| expected this reception,” said the dsamon. ‘ All men hate the wretched; how, then,
must | be hated, who am miserable beyond al living things”

The mydicd qudity is especidly enhanced in rdaion to eectricity, the power that
energises most current technodemons® It can be found aready winding in the nove
that gave AImov’'s “syndrome’ its name Frankenstein, or, the Modern Prometheus
(1818; “F’) by young Mary Shelley.3! The power of lightning introduces the protago-
nig to “the subject of dectricity and gdvanism,” and to this myderious, invisble en
ergy that could make the dead convulse, as if re-animated>? As man-meachine hybrid-
ity has gained new prominence in popular imagination, Frankenstein has been raised
to the postion of the inaugurating work in the SF genre®® Since this nove is visbly
connected with the problematics of the unconscious, the irrational and the demonic, it
puts the validity of cognitocentric gpproaches to science fiction into question. Not so
surprisngly, Suvin disparages Frankenstein as SF; he writes about it under the title
“Romantic Recoil.” He is undble or unwilling to ded with its numerous “irrationd”
aspects why Victor Frankenstein's creation had to be so hideous in its appearance?

The creature is not a product of demonologica research, but of natura sciences — so

> F 99,

% Different terrifying powers (even more openly connected with the exploration of fy-
bridity and heterogeneity) are granted by genetic engineering, that has evolved to play a
prominent role in such SF horrors as the Alien film series.

% The references are to the Oxford University Press edition: Shelley 1818/1992.

% £ 41. The discussion of electricity is slightly different in the first and the second edi-
tion (the first edition text mentions experiments with kites to conduct electricity from thunder-
clouds to earth; see also Mary Shelley’s introduction [1831; F, 9]). Electricity was seen as a
divine or mysterious power; Armstrong (1981) describes the magical relationship © it in the
nineteenth century, amounting even to attempts to revive dead. The power plants were for
long time designed like cathedrals (Giles Gilbert Scott, builder of Liverpool Anglican Cathe-
dral, has been said to have built two cathedrals, “one for God, one for Electricity”; Pacey
1983, 88).

3 Especially Brian Aldiss’s genre history, Billion Year Spree (1973; the revised edition
Trillion Year Spree, 1986) has been important in establishing Frankenstein’s position. (Aldiss
has himself written a “sequel” to Shelley’s work, Frankenstein Unbound [1973]). The exploita-
tion of the monster in theatre and film made Boris Karloff's rugged, awkward figure synony-
mous with “Frankenstein,” and Victor's surname into a common noun in dictionaries (“an
agency or a creation that slips from the control of and ultimately destroys its creator” [Ameri-
can Heritage Dictionary]). Such compilations as The Essential Frankenstein (Jameson 1992),
The Frankenstein Omnibus (Haining 1994), or The Ultimate Frankenstein (Preiss 1991)



why it is such a “mongter,” evoking supernaturd fear?* The answers are connected
with the technologicd redefinition of identity and the particular role the demonic con
flicts are playing in this context.

The firs modern theories of magic saw it as a “pseudo-science,” an imperfect
attempt to see direct causa relationships (supernaturad forces) where science is able to
see more complex systems a work.>® In the European context, the relationship has
aso been argued in reverse: the practitioners of magic and dchemy were among those
who developed laboratories and expeimentd methods used later by scientigts. In
Frankenstein, the order of nheritance is clear; young Victor Frankenstein is attracted
to occultism and natural sciences from the same reasons. He wanted to know the “se-
crets of heaven and earth,” and acquire the power of such knowledge Corneius
Agrippa, Paracdsus and Albet Magnus ae st adde by “miracdes’ and “almost
unlimited powers’ of the new science®® “Naturd philosophy” in Frankenstein is the
replacement of occultism, magic, and findly dso rdigion; there remains, however,
severa textua traces that suggest some repressed religious conflict in the background
of this science.

Victor's am in his gudies is emphaticdly “credtion,” the mydery of life tha
only God himsdf possessess in the Chridian seiting. The manner this god is s&t and
characterised by Victor's narrative is illustrative; he speeks about “fate’ and “sars’ as
if he would be a character in classicd tragedy, whose degtiny is set by moira. He a-
tributes the rdinquishing of his “tormenting studies’ to the influence of a “guardian
angd,” wheress resuming them he is grappled by “enemy.”®” Victor Frankenstein
seems to be surrounded and congtantly manipulated by daimonic forces, impulses that
he is only capable of conceptudisng in reigious or magicd terms The initid “fata
impulsg’ that sets Victor into his sudies is motivated by his relationship to his father;
the father “cardesdy” dismisses Victor's interest in Agrippas occult writings: “My
dear Victor, do not waste your time upon this, it is sad trash.”*® As a typicdly “mod-
en’ individud, Victor reacts by going agang such injunctions — rebdlion agang the

witness the lively interest in the Frankenstein tradition and its origin; Mary Shelley's
Franke3qstein (the 1994 film by Kenneth Branagh) claims the same by its title.
Suvin 1980, 133.

* This theory is presented in Edward Tylor's Primitive Culture (1871), and developed
by James Frazer (The Golden Bough, 1890) and Bronislaw Malinowski (Magic, Science and
Religion, 1925), among others.

% Shelley 1818/1992, 37, 41, 48. Abbreviated as “F.”

%F, 42, 48.
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father suggests separation and establishment of identifying boundaries®® It is possible
to read the noved in Oedipd terms, as Victor attempts to create life, he is actudly
usurping the pogtion of Father. The patriarchd authority, as embodied in God, the
Father, is rgected. In modern, individudidic spirit, Victor does not put his trust in
God; his god is not the immortdity of his soul, but how to “banish disease from the
human frame” or how to “render man invulnerable to anything but a violent desth.”*°
The repressed anxiety for replacing the divine authority and spiritud immortdity with
the pusiit ater bodily immortdity is given outlet in the figure of “demoniacd
corpse.”™ The huge size of this cresture even more emphasises the hidden paternd
asgpect of this demonic crestion.

Victor's cregtion is neverthdess an important change in the history of demonic.
The Faudtian subtext is dear in Frankenstein, and the “rasing of ghods or devils’ is

something Victor esgerly practices in his youth.*?

Victor is swaying between the tra-
ditiona Faudtian figure of magician and the nascent role of modern experimenta sci-
entist, but the kiter grows dominant.*® As Jeffrey Burton Russell has noted, “the mon-
der is no medieva demon or specter but a materid being of flesh and blood manufac-
tured in a laboratory.”** The demonic features are, however, not just trivid residues
from an earlier period. The creature is “monger,” and that connects it with the tradi-
tion and ggnificances of mongrogty, especidly in this being's overt heterogenety.
The impurity and grotesque disunion of its condtituent parts, assembled from the “dis-
secting room and the daughter-house”® suggest conflicts and interna discords of

sfhood in remarkably smilar logic that furnished the traditiond demons with horns,

)

% Victor's lonely research is analogous in the novel to the arctic exploration by Robert
Walton (in the frame story); this expedition is also made against paternal authority — the “dy-
ing inj%ction" of Walton forbid him from a seafaring life. (F, 17.)

F, 40.

“LF, 58.

“2 E. 40. — The Faustian element in the SF has been alternately celebrated (and ex-
ploited) or suppressed; recently, these themes seem to be on the rise, as witnessed by a re-
cent anthology dedicated entirely to diabolical bargains: Deals with the Devil (Resnick -
Greenberg - Estleman 1994). This wllection has its predecessor in Deals with the Devil, ed-
ited by B. Davenport (New York, 1958.) CHECK!

43 E.M. Butler's The Myth of the Magus (1948/1993) is useful in exploring the origins of
Faust figure in religious and occult mythology, from the Magi of Persia, Moses and Simon
Magus, up to modern times (Saint-Germain, Cagliostro, Blavatsky, Rasputin). The historical
Faust or interest in devil-worship seems to have contributed less to the longevity of the myth
than the enduring fascination with supernatural powers and secret knowledge. — For more on
the magus and computers, see Davis 1994.

;‘: Russell 1986/1992, 189.

F, 55.
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talls and other beastly features. The demonic characterisations of the mongter are a
very persstent and striking feature of the nove.*® This being combines animd and
human flesh in its gigantic, scientificaly manufactured body; it is a waking embodi-
ment of heterogeny and a powerful illudiration of the conflictsin early industrid sdlf.

Mark Sdzer has made many interesting readings or “rewritings’ of disciplinary
individudism and machine culture in his Bodies and Machines (1991). Selzer focuses
on the “American body-machine complex” that produces a particular culturd logis-
tics, redrawing of “the uncertain and hifting line between the naturd and the techno-
logical."*” Frankenstein seems to foreshadow many of the anxieties that figure later in
different, sometimes more subtle forms, the isolation of the emerging “free individ-
ud” and the uncertainty about agency. The modern, industrid society is continuoudy
being congructed, and Sdzer points out, for example, how agency is under congtruc-
tion in literature of adolescence, where the am is “to make a man."*® The emphasis
on the naturalness ends congtantly into paradoxes, as in the idea of “sdf-made man."*°
The “naurd” and the “culturd” are findly insgparably intertwined, people congantly
defined in terms of complex systems they take part in, the agency in modern culture
dways appearing in the form of a criss of agency — as “such panic about agency
mekes for the ritudized reaffirmations of individudity and sdf-possesson that moti-
vate and mobilize these contradictions.”>°

The making of the monder is suggedive of various Sgnificant types of activity:
scientific invention, indudtrid production, artigtic or divine creation, and the materna
act of giving birth. The unconscious character of this activity is prominent:

Who shall conceive the horrors of my secret toil, as | dabbled among the unhal-
lowed damps of the grave, or tortured the living animal to animate the lifeless clay?
My limbs now tremble, and my eyes swim with the remembrance; but then a resist-
less, and amost frantic, impulse urged me forward; | seemed to have lost all soul or
sensation but for this one pursuit. It was indeed but a passing trance, that only made
me fedl with renewed acuteness so soon as, the unnatura stimulus ceasing to oper-
ate, | had returned to my old habits.™

“® The creature is ‘demon’ or ‘demoniacal’ in six cases, the more tragic and classical
‘daemon’ fifteen times, threatening ‘fiend’ or ‘fiendish’ thirty-two times and clearly ‘devil’ or
‘devilish’ eleven times in the text. (The search was done using the electronic text supplied by
Gutenberg Project, frank1la.txt; ftp://uiarchive.uiuc.edu/pub/etext/gutenberg/.) RE-CHECK!

7 Seltzer 1992, 4.

j: Ernest Thompson Seton; quoted ibid., 149.

Ibid., 171.

: Ibid., 145.

F, 54.
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The reasons behind this “unnaurd gimulus’ are nowhere clearly dated, but

Victor links it in retrogpect to emotions and desires getting out of control.

A human being in perfection ought adways to preserve a cam and peaceful mind,
and never to dlow passion or a transitory desire to disturb his tranquillity. | do not
think that the pursuit of knowledge is an exception to this rule.*

Victor's momentary lgpse as a controlled man of reason, his “trance,” brings out
the monster; and as the creature awakens, Victor is horrified and escapes into deep.>®
Victor's waking trance is amed at redising the dream of a “new species’ tha would
bless him as its “creator and source’; this is replaced by restless dreams of her fian
cée, Elizabeth, transforming in his arms into the corpse of his dead mother.>* The it
telectual isolation of the romantic individud is here ambivaently related to love, de-
dre and body — dl these symbolised in relaion to women. Many scholars have inter-
preted the relationship between Victor and his mongter under the doppelganger moatif;
there is an uncanny connection between the unnamed creature and its creator.>® As an
image of Victor's subconscious conflicts, the mongter is expressing the suppressed
hatred that he has released in his trance. William Veeder has made important modifi-
cations to the doppelganger interpretation in his Mary Shelley & Frankenstein: The
Fate of Androgyny (1986). The case in Frankenstein is not just one psyche as pro-
jected into two characters, rather, it presents a psychologicd conflict or divison of
sdf, firg in Victor, and then echoes this divison in the monster.>® The numerous lit-
erary references in Frankenstein to the demonic qudity of agency emphasise the in
terndly warring qudity of this sdf: Coleridge's cursed “Ancient Maring™ is pursued
by a “frightful fiend” dose behind:®>’ in Shelley’s “Mutability” the poetic sdf is tor-
mented by nightmares and thoughts that pollute his night and day;>® Goethe's The
Sorrows of Young Werther (1774) offers the mongter a model of “divine being” as

%2 F, 55-6.

*% The whole novel is explicitly linked to a trance-like state between sleep and con-
scious mind. Mary Shelley relates the starting impulse of Frankenstein in her introduction
[1831] as follows: “When | placed my head on my pillow, | did not sleep, nor could | be said to
think. My imagination, unbidden, possessed and guided me, gifting the successive images
that arose in my mind with a vividness far beyond the usual bounds of reverie.” (F, 9.)

F, 54, 58.

® Victor is almost incapable of admitting the creation of monster; instead, he proceeds
gradually to confess that he himself killed the people monster had murdered (F, 77, 88-9, 176,
185: “I murdered her. William, Justine, and Henry — they all died by my hands”). Veeder
makes perceptive comments on the earlier doppelganger interpretations (1986, 246n8).

zj Veeder 1986, 79.

F, 59.
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well as “disguistions upon desth and suicide” and Plutarch’'s The Parallel Lives
taught him about men of action, “concerned in public affairs, governing or massacring
their species”® The most accurate andogy mongter finds his to his own situation is in
Paradise Lost by John Milton.

Like Adam, | was apparently united by no link to any other being in existence; but
his state was far different from mine in every other respect. He had come forth from
the hands of God a perfect creature, happy and prosperous, guarded by the especial
care of his Creator; he was allowed to converse with, and acquire knowledge from,
beings of a superior nature [angels]: but | was wretched, helpless, and alone. Many
times | considered Stan as the fitter emblem of my condition; for often, like him,
when | viewed the bliss of my protectors, the bitter gall of envy rose within me.®

The monger finds himsdf even more cursed than the archfiend;, Satan had the
company of fellow devils, but he is solitary and abhorred.®* Milton's epic and the fig-
ure of Satan is particularly wel suited for anadyses of demonic rebelion and conflict;
Harold Bloom, in his Anxiety of Influence (1973), derived a theory from it, which cen
tred on agonised sruggle in poelry, indead of ceebrating its aesthetic unity. All lit-
eraure is fight agang the inevitable links to earlier works. According to this view,
the “demonisation” of the most important precursors is the subconscious formative
power in credtive work.®> Mary Shelley’s novel addresses such demonic impulses by
incorporaing the most important influences into its text — in the process becoming so
involved in the problematics of heterogeneity that Mary Shelley hersdf addressed this
novel as her “hideous progeny.”®® This suggests that the novel is monstrous in itsdlf,
or, as Michael Holquigt writes, Shelley’s “nove, like the monger, is made up of dis-
jecta membra, story ingde framed sory [...]. Not only is there a mix of narrators,
there is a compound of genres — letters, diaries, and a variety of ord tdes”®* The
“demoniacd texture’ of Shelley’s hybrid creates polyphonic effects, a case of textual-

£, 08.

% F, 128-9. Even before Milton, Goethe and Plutarch, monster's education is begun
with Ruins of Empires by Volney (1791). Michael Holquist notes the anti-religious intertext:
“Volney, a true child of the French Enlightenment [...] was inspired by Gibbon’'s demonstration
of Christianity’s harmful effects on the Roman state to show the role of religion in the decline
of other empires” (1990/1994, 96).

% F 129

! F, 130. The biblical allusions are also notable: “Remember, that | am thy creature,”
the monster says; “I ought to be thy Adam, but | am rather the fallen angel, whom thou drivest
from joy for no misdeed. Every where | see bliss, from which | alone am irrevocably excluded.
| was beezznevolent and good; misery made me a fiend.” (F, 100.)

Bloom 1973/1975, 20, 99-112. (RE-CHECK)
®3 |ntroduction 1831; F, 10.
64 Holquist 1990/1994, 97. (See also Cornwell 1990, 72.)
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ity that might well be termed demonic. As a work about “making a man,” or as a
drama of condructing modern (mae) identity, Frankenstein explores heterogeneity,
projects it in a demonisng gesture to the figure of monger, and findly portrays the
return of this conflict and its tragic undoing in desth.

The roots for such narrative self-destruction can be found in earlier tragic cont
ventions (nemesis for a hybris), in the principles of religious and poetic justice (retri-
bution of the snners) or in the problems in the structure of this type of sdf. Veeder
points out that the Shdley circdle was concerned with the divison and dudisms split-
ting the early modern sdf. They amed to transgress such divisons as body/soul, or
masculinefemining, but actudly May Shelley’'s experience reveded the Promethean
men surrounding her (Percy, Byron, Godwin) as narcisssic, constantly bifurcated
into “ego-centric  willfuness’ or “sdf-abandoning weskness.”® Veeder reates the
Promethean will-to-power, that Victor exhibits in his trance-like pursuit of meking the
mongter, to Eros, the ego-centric and unbaanced love. It is tempting to interpret mon-
der as a purdy intelectud dement, symbol for unlimited quest for knowledge and
technological hubris that has got out of control. As Veeder points out, this in not true;
the mongter dams it is “the dave, not the magter, of an impulse, which | detested, yet
could not disobey. [...] The completion of my demoniacd desgn became an instia
ble passon.”®® Victor, too, feds himsdf “dave’ in this double bind: “through the
whole period during which | was the dave of my creature, | dlowed mysdf to be
governed by the impulses of the moment [...].”%" In the context of this study, the dai-
monic character of this Eros is an important festure; when cresting the monger, Vic-
tor is possessed and driven, and the mongter, in turn, is possessed as well. The solit
between reason and emotion is deep; in the figurative level the nonster evokes super-
naiurd fear as there is driking incongruence in his features — in the levd of identity,
there is no unity of agent.

It is important to note how the demonism in man-machine is particularly a prob-
lem of isolated individudity. The “workshop of filthy creation” is placed in “a solitary
chamber, or rather cdl, a the top of the house, and separated from al the other
apatments by a gdlery and staircase”;®® when Victor encounters the monster finaly

22 Veeder 1986, 49.
F, 220

67 F 153

8 F 55,
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to have a discusson, the sdting is in the superhuman heights and coldness of glacier
in the Alps® The monster spesks of having “no link” to anyone, and this making him
madicious, he begs for another creature like himsdf, so that they could be “cut off
from the world; but on that account we shall be more attached to one another. [...] My
evil passons will have fled, for | shdl meet with sympathy!””® Victor is suspicious,
and the reader should be, as well. Veeder has interpreted the novel as “negative Oedi-
pa”; the effort to awaken dead flesh dive might indicate Victor's desire to resuscitate
his dead mother. The red thrust of the nove, however, is to kill the loved ones. The
nightmare kiss does not revive mother, but reduces Elizabeth into a dead corpse, as
wdl.”* The “link” to other people is loaded with arbivalence; the power over life and
desth that Victor desres is acted out when the monger kills the people surrounding
Victor. The connection that Victor redly desires is to himsdf — he attempts to make
another human being, but actudly mekes a mongrous imege of isolated individud,
demonic in its subconscious conflicts.

When the monger is interpreted as a Sgn of a damonic conflict, the demonic
atributes and irrationa behaviour becomes easer to understand. Rollo May ment
tioned that Eros and craving for power are possble sources of the daimonic, and
Stephen A. Diamond emphasised that cathartic expresson of this area is not enough,
it has to be integrated to the sdf.”? Frankenstein does not portray the didogue with
the damonic dements as successful; the conflict remains demonic, irresolvable. Vic-
tor and his other — his monger — are too intimately interconnected; the mongter re-
veds too much unacceptable materia, and in the end both must perish. The conclu-
gon is dmilar to that of Father Karras and his demon in The Exorcist; they adso shared
Victor/mongter's ambivalence towards body. The Promethean spirit possessng Vic-
tor/mongter has, after dl, a dua character. Prometheus is the semi-divine trickger, the
titan who gole fire from gods and taught humankind arts and sciences — Prometheus
pyrphoros. Another, later verson of the myth attributes to Prometheus the creation of

mankind from figures of day — as Prometheus plasticator.”® Frankenstein, the modern

jf) F, 98.

- F, 145-7.

Veeder 1986, 143.

2 See above, chapter I.

* The third important aspect of the complex tradition that the romantic literature em-
phasised was Prometheus patiens, suffering Prometheus. (See Trousson 1976, 31, 47, 364.)
[Olga Raggio, “The Myth of Prometheus: its survival and metamorphoses up to the eighteenth
century,” in Journal of the Warburg and Courtauld Institutes, xxi (1958), 44-62; H.R. Rose, A
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Prometheus, is both of these, he is a creator and a thief, he is a benefactor and the vic-
tim of his own machnations, subject and object, man and artefact. The paradoxica
quaity of modern sdf as both congruction and the congtructor of itsef has capacity to
evoke deep anxieties, and Mary Shdley's reinterpretation of the myth was able to

capture popular imagination in amanner resounding even today.

“The Devil with a Metal Face’: Philip Dick’s Androids

Within the universe there exists fierce cold things, which |
have given the name “machines’ to. [...] We mean, basically,
someone who does not care about the fate that his fellow liv-
ing creatures fall victim to; he stands detached, a spectator,
acting out by his indifference John Donne's theorem that “No
man is an idand,” but giving the theorem a twist: That which
isamenta and mora idand is not a man.
— Philip K. Dick, “Man, Android, and Maching’ ™

The Faudtian inventor and his demonic invention is a motif overlapping both the areas
of horror and science fiction. Technology @rries a demonic edge that surfaces in such
dories as “The Hellbound Heat” (1986) by Clive Barker. This noveette (made fa
mous by the series of Hdlraiser films) uses the intricate device named “Lemar-
chand's Configuration” as a symbol for the fata human curiogity that opens the door
for demons to come. Cenohites, the most cinematic demons of new horror, are marked
by technology; as a Cenobite speeks, “the hooks that trangfixed the flaps of its eyes
and were wed, by an intricate sysem of chains passed through the lower lip, were
teased by the motion, exposing the glistening mest benesth.”” Their hybrid deformity
is void of emation, even humanity — they are only expressve of desperation and “ap-
petite”’® The implied association is between demons and body-as-machine, the cold
inhumanity and lack of feding in technology, the metd having only capecity to move
or inflict pain in flesh. The name for the leader of the demons is descriptiver “a light
flickered and grew brighter, and brighter yet, and with the light, a voice. “I am the
nl7

Engineer,” it Sghed. No more than that.
In the field of science fiction, Philip K. Dick has sad that for years, the theme

Handbook of Greek Mythology (1928), pp. 56, 73; Peter L. Thorslev, The Byronic Hero
(1962), Pp. 112-24. M.K. Joseph, “Introduction”; F, vi.]

" Dick 1995, 211-12 (1976).

’> Barker 1986/1988, 189.

’® Ibid.

7 Ibid., 277.
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of his writing has been, “The devil has a metd face”’® This does not amount to any
monologic demonisation of technology; that would be rather strange from a science
fiction author. Ingtead, Dick enunciated something that most of the earlier SF had m-
plied: criticd ambivadence towards the technologicaly redefined and dtered subjec-
tivity. This means dso growing suspicions about the observing sdf itsdf; the demon
of Descartes (a hypotheticd spirit which might be manipulating our world through our
senses) is red problem for Dick in this era of consciousness-dtering drugs and expo-
nentidly evolving dmulaions. This is one aspect of what is commonly discussed as
Philip K. Dick’'s posmodern “paranoid’; in Ubik (1968) the redity is surredigticaly
dtering and degenerating — the reason might be that the characters are actualy deed,
sudaned in atificdd illuson of hdf-life The evil character, Jory, who manipulates
this redlity is doing it for classc demonic reasons, he is a soul-ester who nourishes
himsdf on the life-force of others.” In The Three Stigmata of Palmer Eldrich (1965),
as wdl, the technologicd capacity for altering redity is associated with a demonic
figure — Pdmer Eldrich is marked by “the hollow eyedot, the mechanicd metd arm
and hand, the stainless-sted! teeth, which are the dread stigmata of evil "8

As Lawrence Sutin writes, Dick has become “the focus of one of the most e
markeble literary resppraisas of modern times”®! The interest has been ontologica,
rather than theologicd — yet the two dimengons are intimady rdaed in Dick’'s fic-
tion. Dick is vaued for his inventive e of multiple points of view and for his capac-
ity to shatter SF conventions by exploring the mutability and multiplicity of redlities
The narrative uncertainties and perplexities in his work correlate with the moral and
ontologica puzzles pressing on his characters. Brian McHae, in his Postmodernist
Fiction (1987) writes about trandtion from cognitive to “postcognitive’ questions in
literature; indead of looking for possble interpretations for this world, postcognitive
questions begin with questioning this world, its unity, and the unity of the experienc-
ing f.%? Dick rdates the postmodern theme of individua’s condruction of redity

(visble in the numerous metefictional features of postmodern literature) with mora

'8 Dick, “Man, Android, and Machine” (1976; 1995, 213).
" Dick 1969/1994, 200 [the description from the English version; Jory as a Franken-
stein figoure].
Dick, “Man, Android, and Machine” (1976; 1995, 213). [English version of PE?]
8 Sutin, “Introduction”; Dick 1995, X.
8 McHale 1987, 1 (McHale quotes Dick Higgins's A Dialectic of Centuries).
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and theologica concerns®® This can be approached by andysing the demonic features
in Do Androids Dream of Electric Sheep (1968; “DA”), the novel that became later an
important influence on cyberpunk in its movie verson, Blade Runner (1982; directed
by Ridley Scott).

Do Androids Dream of Electric Sheep approaches the problematic aspects of
postmodern agency by building an oppodtion between “authentic’ humans and an
droids, the artificid manrmachines. The naturd humans are born, the androids are
built. Because the person may or may not know tha he or she is an android, the ques-
tion becomes more complicated at the level of the character psychology. The protago-
nig, Rick Deckard, is a police detective and bounty hunter: his task is to locate and
“retire’ (kill) any escaped androids. “You and |, dl the bounty hunters — we stand be-
tween the Nexus-6 [the most evolved type of android] and mankind, a barrier which
keeps the two digtinct,” asserts another bounty hunter to Deckard.®* To be able to
make the digtinction, there has to be a viable criteria for differentiation. The owners of
the robotic daves dedre their servants to be as identicd to humans as possble; the
company building androids complies with the demand® The “Voigt-Kampff Empa-
thy Tes” is desgned to identify the essentid dreak of otherness — the androids are
intelligent (more intelligent, even, than most humans), but they lack capacity to fed
empathy. They are pefect postmodern narcisssts, sdf-sufficient and unable to violate
the boundaries of their sdf by emotiond identification.

The romantic, isolaed individud that confronted his demonic conflicts in
Frankenstein is developed into a new stage in Dick’s novd. It is not the suppression
of conflicting emotions that is the problem, any more. Raher, the “androidization’
that Dick examines with his demonic man-machines aticulates the “lack of proper
feding,” the “schizoid” and cold persondity type that Dick saw as becoming incress-
ingly common. He was not redly worried that machines became more animate, more
humen; what concerned him was that humans were becoming more “inanimate” rea
sonable, obedient and predictable dements in manipulative sysems. The disturbing
blurring of boundaries clearly both fascinated and terrified Dick; he returned into it

repeatedly in his writings.

® The awareness of “real’ becoming “unreal” (in the context of fantasy, science fiction
and postmodern metafiction) is discussed in Brooke-Rose 1981/1986.
84
DA, 124.
% DA, 47.
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And — here is a thought not too pleasing — as the external world becomes more ani-
mate, we may find that we — the so-caled humans — are becoming, and may to a
great extent aways have been, inanimate in the sense that we are led, directed by
built-in tropisms, rather than leading. So we and our eaborately evolving computers
may meet each other halfway. Someday a human being, named perhaps Fred White,
may shoot a robot named Pete Something-or-Other, which has come out of a Gen-
era Electric factory, and to his surprise see it weep and bleed. And the dying robot
may shoot back and, to its surprise, see awisp of gray smoke arise from the eectric
pump that it supposed was Mr. White's beating heart. It would be rather a great
moment of truth for both of them.®®

The image of cyborg caries such demonic traits that it mostly invites rejection
and represson. Yet, our daly immerson in technology is a fact, and new inventions
tend to incorporate technologies as even more intimate dimenson of our make-up.
Donna Haraway, a socid feminist writer, has even written a “Cyborg Manifesto” that
reclams cyborg as a podtive and ingpiring modd (or myth) for our heterogeneous
subjectivity.2” The pure and clean, clear-cut identities are no longer conceivable; our
cultures, languages, physicd surroundings and daly activities are changing too rap-
idly for any sable identities to be viable, any more. Neverthdess, there is a definite
threet in acceptance of “inhumanity” as a pat and parcd of human identity. Science
fiction takes pat in the negotiation of this identity-in-progress, Dick, for example,
questions the logic behind such works as Pohl’s Man Plus. “Our flight must be not
only to the gars but into the nature of our own beings” he writes in the context d
goace travels. “Because it is not merdly where we go, to Alpha Centauri or Betel-
geuse, but what we are as we make our pilgrimages there. [...] Ad astra — but per
hominum.” [To the stars — but as men]® Machine and mechanic qudlities stand as
sgns of the Other, and as Carlo Testa writes in Desire and the Devil, the “plurdity of
relationships which the Other entertains with the sdf is pardlded only by (because
identicd with) the infinite plurdity of the rdations that tie the human sdf to the
ceasdess variability of its own desire®® Traditiond imagery of devil, or cyborg, for
that matter, with “its deformed traits’ portray “the human in whom interdiction and
190

desre are a war with each other,” they are displaced traces of “an internd battle.
Immersed and incorporated in the “infernd maching’ the postmodern sdf has the pre-

% Dick, “The Android and the Human” (1972; 1995, 187).

:; “We are all chimeras, theorized and ... [CHECK]"; Haraway 1991, 150.
Dick, “The Android and the Human” (1972; 1995, 189).

zz Testa 1991, 7.
Ibid., 5.
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premodern means in its digposd: the demonic attack applies negation to sef, forces it
to face the terrors threstening it, and possibly achieves something of transformation in
its reconstructive moment.**

In Dick’s nove, the demonic is assgned to android's inability to fed empathy.
The pseudo-stientific explanation for this is that empathy requires “an unimpaired
group ingtinct,” and such solitary predators as spiders would have no use for it.% The
implied association between androids and spiders suggests something insect-like or
inanimate in the former.®® The opposite mythicd figure to android in the nove is
Wilbur Mercer, a suffering human with Chrig-like characterisics: Wilbur is a “spe-
cid” (a mutant, caused by the adioactive pollution) who is gble to bring dead animals
back to life. According to the legend, Wilbur was captured and “treated” by local ar
thorities, his aberrant brains were bombarded with radiation to destroy the unnatura
capacity. As a consequence, he sunk down in a symbolic, dterndive redity — the
tomb world. The desolate landscape of this world carries the marks of human crudty;
on the barren earth lies the bones of animds, killed by the radioactive fallout of World
Wa Terminus. Wilbur Mercer can not get out “until the bones strewn around him
grew back into living creatures, he had become joined to the metabolism of other lives
and until they rose he could not rise ether”® The inginctive empathetic link that
blurs the boundaries between sdf and the other is given a culturd form in the “black
empathy box”: with its ad the followers of Wilbur (the “Mercerites’) experience
“mentd and piritud identification” as wdl as “physcd merging” with his struggle
and suffering.®®

91 This view of demonic attack is elaborated in Kapferer 1979.

%2 DA, 26.

9 Sherry Turkle has studied how people react to computers as they spend lots of time
with them. One of the repeated topics in children’s discussions was if the computers were
alive or not. She reports in her The Second Self: Computers and the Human Spirit (1984, 28)
one child as claiming that spiders are “not alive” (paradoxically) because “you can kill them”;
analogously, “killing” a mechanical toy or computer is possible as they are not “really alive”
(but tempting precisely because they have some animate features; they are liminal objects).
Judith Kerman, in Retrofitting Blade Runner (1991,1) relates this exclusion of otherness to the
bloody history of this century: it is possible to kill the “vermin” (insects, Jews, gypsies, etc.) as
they are detestable and “not really alive.”

* DA, 20.

DA, 18. — In textile industry, “mercerising” signifies a method of altering threads with
the use of sodium hydrate (named after John Mercer [1791-1866], a British calico printer).
Mercerism associates also with an early form of hypnosis, mesmerism; Franz Anton Mesmer
(1734-1815), an Austrian physician, believed in “animal magnetism” (hypothetical theory con-
cerning an invisible fluid in the body that reacted to electromagnetic stimulation), and cured
his patients by channelling this energy through the use of magnets, cables, etc. Both the alter-
ing and merging dimension are present in the Mercerism of Dick’s novel.
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This religion of empathy has its demons, the unfeding forces that can cause suf-
feing to others without experiencing it in ther own tissue The unseen “Killers’
haunt the painful ascent of Wilbur from the tomb world, locking his heding atempts
into an endless cycle of resurrection and death. Deckard meditates the role of the Kill-
ersasfollows

In Mercerism, an absolute evil plucked at the threadbare cloak of the tottering, as-
cending old man, but it was never clear who or what this evil presence was. A Mer-
cerite sensed evil without understanding it. Put in another way, a Mercerite was free
to locate the nebulous presence of The Killers wherever he saw fit. For Rick Deck-
ard an escaped humanoid robot, which had killed its master, which had been
equipped with an intelligence greater than that of many human beings, which had no
regard for animals, which possessed no ability to fee emphatic joy for another life
form’s success or grief at its defeat — that, for him, epitomized The Killers.*®

The exduson of machines from “naturd” human identity in Dick’'s novel does
not equa to denia of heterogeny. As the Mercerites identify with the passon of
Wilbur, they become aware of their degp unity with the other sentient beings, humans
and animas. The merged dae is polyphonic: “He [the Mercerite] experienced them,
the others, incorporated in the babble of their thoughts, heard in his own brain the
noise of their many individud existences”®’ Because the empathy box is aso, after
dl, a piece of technology, the merger through it is dso interwoven in ambivaence and
heterogeneity. In a gesture opposing the cognitocentrist bias, mere intelligence is not
enough to classfy someone as truly living; connection to other life is needed. An-
droid's relaion to language is andogous to the desolate landscape surrounding
Wilbur Mercer: only fragments of life remain, dead and decomposed. Rick Deckard
notes how the femde android had no “emotiona awareness, no feding-sense of the
actud meaning of what she sad. Only the hollow, formd, intdlectud definitions of
the separate terms.”®® Android is the subject of technological word, or demonic as-
pects of language — “perverse and artful.”®® When Deckard tries to fix the identity of
one android (Luba Luft), she can magterly exploit the anti-communicative potentids
of language®® All the signifiers are detached from their intended contexts, and the
attempts of Law (Deckard) to capture the real identity and referent are deflected.

% DA, 27.

" DA, 18.

% DA, 166-67.

% See the discussion on Derrida and writing in chapter 1.
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According to the traditiond logic of opposng dudisms ‘md€ is associated
with ‘reason’ and ‘good, whereas ‘femaée groups with ‘irrationa’ and ‘evil./ %! In
Do Androids Dream of Electric Sheep the unconnected rationdity is demonised,
whereas certain type of irrationdlity is treasured. The androids are both mae and &
mae, but Deckard is most confused in his relaion to the femae androids. The story
of Deckard bears witness to the enduring capacity of the demonic other to provoke
recongruction of identity. The opening scene of the novel shows Deckard and his
wife in an absurd argument over the use of “Penfidd mood organ” — a device that arti-
ficddly manipulaes the brain date to induce the desred emotion. His wife wants to
use this sygdem (mainly acquired to ward off depresson) to make hersdf depressed.
She explains to amazed Deckard how the “aosence of lifé’ is surrounding them from
everywhere, and ingead of just intellectud acknowledging it, she wants to have the
appropriate affect, as well.'% Deckard overrules his wife's “irrationdity” and dids for
her the mood 594: “pleased acknowledgement of husband's superior wisdom in dl
matters."%3

In the course of his inquiry, Deckard negotiates his own reactions to otherness,
to femade androids as the demonic “others’ of his mde sdf, and in paticular to the
“dosence of life” that relates to Dick’'s “androidization.” The inhumanity of androids,
despite their surface resemblance to humans, is confirmed during the narrative. This is
culminated in a key scene, as the androids are watching TV and one of them cuts off
oider's legs. The mutilation of spider is motivated by intelectud curiosty — the an+
droid's want to see if it can walk on four legs, ingtead of eight. At the same time, it
adso demondraes the unfeding cruety that the total lack of empathy amounts to.
During the torture, TV show host “Buger Friendly” (actudly an android, as well)
does his best to revea Mercerisn as a hoax. He clams that the landscape seen
through the empathy box is actudly a Hollywood sound stage, the moon is a painted
prop, the “stones’ are made of soft plagtic, and the role of Mercer himsdf was played
by the actor Al Jarry, now an aged acoholic.}®* The opposition etween norma and

abnorma, red and atificid is upset: the only “red” person in this scene is John Is-

100 w0 nein,’ Luba broke in. ‘I wouldn’t ke there. That's easy to answer.” — ‘That's not

the question!” — ‘Did you get the wrong question? But | understand that; why is a question |
understand the wrong one? Aren’t | supposed to understand?™ (DA, 92.)
100 See above, chapter 3.
DA, 3.
1% pa, 5.
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dore, a pitiable “chickenhead” whose intellect has been damaged by radiation. Y€,
despite his intdlectud inferiority, he is able to grasp the vdue and meaning of i
der's life through his empathetic suffering in a manner beyond the intdlectud an+
droids. The androids am to prove that the Mercerism is based on atificid illusons,
and that the “whole experience of empathy isaswindle™%

Smilar doubts anxieties of what is red and unred, and different subversons
characterise the novel a large!® Luba Luft is quick to turn the suspicion to the inves-
tigator himsalf: perhaps Deckard is an android?'®’ Because it is possble to give an
droids atificid memories (and thereby a fdse sense of identity), anyone in the nove
could be an android without knowing it. Deckard is arrested an brought to a police
station — but this is the Other Police Station (in Dick’s words'®®) where no-one knows
him. He tries to cdl his wife, but an unknown woman answers'® This fantastic se-
quence has surred, threstening logic of its own; it has strong resemblance to the nar-
rative Stuation in The Third Policeman (1940/1967) by Flann O’ Brian. The hdlucina
tory vidt to a police sation in that nove turns out to be a ddusion created by the dy-
ing mind — or hell itself, depending on the reading. Paranoia is often associated with
the postmodern; Fredric Jameson has said that “conspiracy [...] is the poor person’s
cognitive mapping in the postmodern age™'° The explosive increase of information
makes it harder to form unified and clear-cut narratives and models for the Stuation of
subject. The doppelganger police station goes beyond any reasonable Strategy a bunch
of escgped robots might develop: it is, fird of dl, a manifestation of Deckard's fears.
Teaming with artificid policemen, this place is an inverse echo with mythica qudi-
ties — it is the land of the dead, a parody of officids waking the hdlways of the red
inditution.

After Phil Resch, another bounty hunter, has arranged Deckard's escape from
the Other Police Station they have to ded with the androids and with the question of

194 DA, 181-84.

1% pa, 185.

106 Especially reversals of identity are epidemic: “You're not Polokov, you're Kadalyi,’
Rick said. — ‘Don’t you mean that the other way around? You're a bit confused.” (DA, 81.)

DA, 89. — This possibility is played with in Blade Runner, the movie (see Sammon

1996, 391-2). Such complex suspicions structure also the work that K.W. Jeter has done in
replicating “other Blade Runners” (see Blade Runner’: the Edge of Human, 1995, and Blade
Runner: Replicant Night, 1996).

198 pick, “Notes on Do Androids Dream of Electric Sheep?” (1968; 1995, 157).

1% pA, 98-111.

19 jameson 1988, 356.
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their red identity. Resch is able to kill prospective androids without hesitation; after
Resch kills Luba Luft because she had accused him as being an android, Deckard -
gds that Resch has to be tested. The question is, as Resch says, about Deckard's faith
in the human race. Empathy is the defining factor of humanity in nove’s world, and
now Resch, the bounty hunter, seems to be lacking it. The generd thrust of the nove
is to belie reader’s expectations (sometimes even by dretching the limits of plausbil-
ity); this principle gerates in this case, too. Deckard is shocked to find that Resch is a
human, after dl. He is just incapable of feding anything towards androids. And this is
exactly what is expected from a bounty hunter. It is Deckard himsef who is beginning
to trespass the limits; he is asking “irrational questions” (“Do you think androids have
souls?’), and “acting irraiondly” (he buys a book containing reproductions of Ed-
ward Munch’s paintings to Luba Luft, and then burns it after Resch had killed her).
“So | was wrong,” Deckard ponders. “There is nothing unnaturd or unhuman about
Phil Resch’s reactions; it's me.” !

The exposure of Mercerism by androids does not change anything from the
man point of view. Smilarly, Deckard's revelation about his own “unnauradness’ ac-
tudly helps him to reconstruct a new conception of human rature, a new identity. As
Isdore and Deckard, the human protagonists, need Mercer more, the fuson darts
goontaneoudy — technology becomes transparent as the boundaries separating the
naturd and the unnaturd start blending. The basc message of Mercer is ambivaent,
one of suffering and comforting connection: “There is no salvation. [...] [Y]ou aren’t
done. [...] It is the badc condition of life, to be required to violate your own iden
tity.”**? For Deckard, the basic dilemma is that he smultaneoudy has to fed empathy
— even love — towards androids, and yet kill them, to be a “human” individud. This
individudity is based on a paradox: “individud” is, by definition, something indivis-
ble and whole!'® Deckard has a love affair with Rachad Rosen, a femae Nexus-6

111
112
113

DA, 124.

DA, 156.

The etymology of “individual” is based on the Middle English meaning ‘single,” ‘indi-
visible’, derived from Old French, and ultimately from Medieval Latin individualis (Latin indivi-
duus : in-, not + dividuus, divisible ). American Heritage Dictionary.) — The inhumanity of an-
droids can be linked with their lack of childhood: they may have childhood memories, but their
bodies do not carry any hological bond to other organism (mother). In psychological terms,
this image can be interpreted according to the lines of attachment theory; Victoria Hamilton
has used “attachment” rather than “bond” (which has negative and restricting connotations) to
describe the basis for our communication and coexistence. “Inherent in attachment theory is
the notion that the first infant-mother relationship creates that structure which gowverns later
attachments. Since an attachment is like an inner construct, it is stable and exists across

25



who has atificid memories and who initidly even hersdf bedieves tha she is a hu
man being. Deckard thinks that Rachagl helps him to capture other androids, whereas
the red idea is to make him fdl in love with an android, and incapacitate him as a
bounty hunter.*** Love and the pain of betrayd works in Deckard's case to demon-
srate him both the necessty of borders towards the android otherness, and how nec-
essary it is to violate these borders to redly understand androids. Deckard's true iden+
tity, in the end, is not completely “individud,” not clearly separate from the others.
Even the androids with their demonic traits cahnot be completely st gpart from
Deckard's true sdif. Deckard goes through the traumatic episode of “killing the things
he loves’:1*°

“I’'m sorry, Mrs. Baty,” Rick said, and shot her.

Roy Baty, in the other room, let out a cry of anguish.

“Okay, you loved her,” Rick said. “And | loved Rachagl.” He shot Roy Baty; the
big man’'s corpse lashed about, toppled like an overstacked collection of separate,
brittle entities [...]."™*°

Afterwards, Deckard experiences a spontaneous fuson with Mercer; he feds
that he becomes Mercer, without the consoling awareness of other Mercerites. In yet
another swell of expectations that narrative crestes and then disgppoints (thus “link-
ing” with an empathetic reader), Deckard-Mercer finds a toad in the desert (toad and
ass are extinct animas, and symbols for Mercer’s love for the humble forms of life) —
and then, as he brings it home to his concerned wife, it turns out to be an atificid
toad. But Deckard's attitude towards the traumatic divison line between “red” and
“atificid,” truth and deception, has gone through a subtle but profound change: “The
spider Mercer gave the chickenhead, Isdore; it probably was atificia, too. But it
doesn't matter. The dectric things have their lives, too. Paltry as those lives are”

across space and time.” (Hamilton 1982, 7.) Modern psychological theories, such as this,
suggest that unbroken psyche is a paradox: psychic “wholeness” carries always something of
the o'[hlel[1 in it.

DA, 175.

15 «yet each man kills the thing he loves, / By each let this be heard, / Some do it with
the bitter look, / Some with the flattering word, / The coward does it with a kiss, / The brave
man with a sword! [...] For each man kills the thing he loves, / Yet each man does not die. //
For he who lives more lives than one / More deaths than one must die.” (“The Ballad of Read-
ing Ga?llg [1898] by Oscar Wilde.)

DA, 197.

" DA, 214. — In “The Android and the Human" Dick articulates this idea as “the differ-
ence between what | call the ‘android’ mentality and the human is that the latter passed
through something [suffering, empathy] the former did not, or at least passed through it and
responded differently — changed, altered, what it did and hence what it was; it became.”
(1995, 203.)
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Dick’s androids are inheritors to the demonic otherness of Frankengtein's mon-
ger: to be “united by no link to any other being.” Yet, the qudity and necessity of
this linking, and the critique of subject inherent in it is directed towards different
concerns, as compared to those of Mary Shelley. Anthropomorphism, attribution of
human characteristics or behaviour to machines and other inanimate objects has of-
ten been regarded as a feature of “primitiveé’ or magicd thinking in our scentific
century; Dick was aware of this, but he made the counterargument that a certain
amount of “magicd” qudity in our relation to our surroundings, to other people, and
to oursalves, is necessary.

A native of Africais said to view his surroundings as pulsing with a purpose, alife,
that is actudly within himsdf; once these childish projections are withdrawn, he
sees that the world is dead and that the life resides solely within himself. When he
reaches this sophisticated point he is said to be either meture or sane. Or scientific.
But one wonders: Has he not, in this process, reified — that is, made into a thing —
other people? Stones and rocks and trees may now be inanimate for him, but what
about his friends? Has he now made them into stones, too?"*®

Scott Bukatman writes in his Terminal |dentity (1993) that in the “postmodern,
post-dienated future posed by Philip Dick, the movement into a date of diendion is
smultaneoudy both regresson and progresson; a crucid ambivaence which avoids
any rdfication of the ‘naturd, but which dso rgects the unequivocd embracing of
the instrumental reason of a new technocratic order.”'*® Dick eyes technology with
suspicion, but because he is able to percelve the reciprocd intertwining of “atifiad”
and “human” in our technologic culture and redity, he is not ale to cadt it off as ou-
rightly Satanic. Rather, the androids are demons for Dick — this figure of reified, cold
and dienated man-machine both obsesses and inspires him. In his writings during the
1970s, he revises his earlier vison of machine as the modern face for the devil.1%°
Now he thought that he should have been talking about masks, rather than faces, the
dgtuation is more complex, and troubling ambivaence is more accurate than direct
adversty. The relationship is reversble machine can be a mask for human as wel as
human can mask something mechanicd. Age-old mythology can dso be gpplied to

18 pick, “The Android and the Human” (1972; 1995, 183.)

119 Bukatman 1994, 52.
120 pjick, “Man, Android, and Machine” (1976; 1995, 213).
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these contemporary forms of hybrid sdves Dick cdls for recycing, where Pieta
motif, for example, could be applied to machines !

Cinematic Technodemons: Blade Runner

Here' s to the crazy ones.

The misfits.

The rebels.
The troublemakers.
The round pegs in the square holes. [...]

We make tools for these kinds of people.

While some see them as the crazy ones,

we seeagenius. [...]

Think different.
— Apple Computer, Inc., advertisement 1997

This is, in a way, exactly what director Ridley Scott and his team did as they adapted
Dick's novd into a stence fiction film. Blade Runner is loaded with traces from
various mythologicd — often aso demonological — intertexts. The emotiona cold-

"
ness of the androids is back-peddled, leaving more room for t'ﬁé exigentiad anguish
(and love interests) of these “replicants”*?*> Some of these changes are motivated by
commercial Hollywood interests, some ae outcomes of severd people putting
months of labour to produce a working script from Dick’'s novel — which had |eft

121 pick, “The Android and the Human” (1972; 1995, 206-7).

122 Ridley Scott: “The term android is a dangerous one, undermined by certain generic
assumptions. [...] | didn't want Blade Runner to be premonitory of android at all. Because
then people would think that his film was about robots, when in fact it isn't.” Screenwriter
David Peoples got the term “replicant” from microbiology and the practice d cell cloning.
(Sammon 1996, 61.) Replicant also carries the connotations of “replace,” the threatening pos-
sibility of supplement usurping the place of the original.
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quite a few open questions in its plot structure. The rationale of the androids escap-
ing and getting back to earth, for example, was not clear; this future earth is, after dl,
a dreary, radioactive place everyone dse is trying to get away from.'*® Screenwriter
Hampton Fancher and Ridley Scott highlighted accelerated decrepitude as an an
swer; with ther beauty, superhuman &bilities and their intense mortdity the repli-
cants of Blade Runner became embodiments of their maker's motto — More Human
Than Human.*** The dlimatic sequence between Roy Baity, an escaped replicant, and
Dr. Eldon Tyrdl, the head of Tyrdl Corporation (the company manufacturing repli-
cants) cryddlises the ambivdent and violent manner the demonic conflicts operate
in thiswork.

[Roy BATTY:] It is not an easy thing to meet your Maker. [...]

[DR. TYRELL:] What seems to be the problem?

[Roy BATTY:] Death. [...] | want more life... fucker!

[DR. TYRELL:] The coding sequence cannot be revised once it's been estab-
lished. [...] You are made as well as we could make you. [...] The light that burns
twice as bright burns haf as long. And you have burnt so very, very brightly, Roy!
Look at you! You're the Prodigal Son. You're quite a prize!

[Roy BATTY:] I’ ve done questionable things.

[DR. TYRELL:] Also extraordinary things! Revel in your time!

[Roy BATTY:] Nothing the God of Biomechanics wouldn't let you in Heaven
for... [TakesDr. Tyrell’ shead between his hands, kisses himto mouth, and kills Ty-
rell by pushing fingers into his eyes and crushing his head.]**®

The movie deds with the replicants in very different ways as compared with
Dick’s treatment of androids. The rdigious subtext — the Bible — was gplied in Do
Androids Dream of Electric Sheep to make Deckard a curious Christ-figure, forced
to kill (atificd) women and men he both sympathised with, and smultaneoudy re-
garded as demonic embodiments of evil. In Blade Runner a replicant, Roy Batty, is
the Chrig-figure; during the last chase scene between him and Deckard the “acceler-

123 Dick suggested that androids were just escaping from servitude (DA, 161). The title

question of the novel — Do Androids Dream of Electric Sheep — proposes that maybe artificial
humans might have their “artificial dreams” (a real sheep is a status symbol in Dick’s novel).
Deckard’s question Do you think androids have souls?” and his final acceptance that even
“artificial” lives have their meaning and value suggests an uncertain move away from essen-
tialism and towards constructivism [CHECK] in relation to human identity.

* The four year life span is mentioned in Dick’s novel, but it is never acentral problem
for Dick's androids (DA, 173). The motto for Tyrell Corporation (corresponding to the Rosen
Association in Dick’s novel) echoes More Than Human (1953), an important science fiction
novel by Theodore Sturgeon. Sturgeon addresses the question of “superman” from a different
angle than the cyborg tradition; his “Homo Gestalt” being is a group of individuals, each
somehow handicapped on their own, working as one. As an imaginative solution, this is radi-
cally different alternative to the alienated and demonised “Man Plus.”

29



ated decrepitude’ darts to overcome him, and Batty fights back by driving a rusty
nal through his hand. His find act is one of mercy: with his pierced hand this bio-
mechanica Chrigt saves the life of Deckard, the petty bounty hunter. A white dove,
the symbol of Holy Spirit, is released from Baity's grasp as his life is findly con
sumed. However, this “Prodigd Son” is not only a Chrigt, but dso a falen angd, re-
bellious and vengeful for his expulson from Heaven. His blond, angdic beauty (por-
trayed by the Dutch actor Rutger Hauer) is ambivaently contrasted with his inteli-
gence and innocence, a tender kiss that suddenly turns into murderous violence. Dr.
Tyrell, Roy’'s “God of Biomechanics” is postioned a the top of a huge pyramid, the
only place illuminaed by the sun in the film; he is dso associated with owl, the
symbol for god of wisdom and the arts (Minerva).1?® After Roy has killed Tyrel, he
descends in an devator into darkness, and this, in turn, is the only scene where we
can see stars, the heaven drawing away from Roy’s (now Luciferian) figure 2

The firg working title for Blade Runner was “The Android,” and this accu-
raely captures the dtered podtion of manrmachine ingead of posng as an image of
the “unfeding” or mechanicd qudities in the modern sdf, replicants figure in Blade
Runner to invoke our empahy in dl of thar fragile atificidity and lack of solid
“human nature”*?® The “demoniaca corpse” of 1818 had become the metal-faced
devil of 1968, only to be reborn agan as the troublesomely angdic-devilish repli-
cants of 1982. The replicants carry subtle sgns of their demonic ancestry (ther eyes,
for example, have a faint glow in many shots); more important is, however, tha the
audience cannot identify with them directly, nor are they able to do so with Deck-
ard.’®® The hystericd fear that Victor displayed towards his crestion has subsided —
or, for that matter, the blind infatuation Nathanid expresses towards the Olimpia, the

125 Blade Runner 1:23-4. (The reference is to The Criterion Collection CAV laser disc;

see William M. Kolb, “Blade Runner: Film Notes” [Kerman 1991, 154-77].) CHECK!
Blade Runner 0:19. — As Paul M. Sammon notes, “since Tyrell owns an artificial owl,
this could imply that Tyrell has “false wisdom” (Sammon 1996, 171).

127 Blade Runner 1:26.

128 See Kolb, “Script to Screen: Blade Runner in Perspective” (Kerman 1991, 133).

129 Deckard is shown as shooting an escaping female replicant, Zhora, to the back; the
killing of Pris is also shown as a painfully cruel and undignified act. His “love scene” with the
beautiful young replicant, Rachael, is actually sort of “reprogramming” this woman-thing —
Deckard pushes Rachael around, and demands that she repeats after him: “I want you.” The
Blade Runner crew called it, actually, “The Hate Scene.” — “Instead of a relationship, that
scene became this sort of sadomasochistic encounter between the two of them. But that
might have had something to do with eighties sensibilities as opposed to nineties sensibilities,
too. The sexual and political environment today is much different than it was then.” (Model
Supervisor Mark Stetson; Sammon 1996, 165.)
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femde automaton in ET.A. Hoffman's “Sandman.” Dr. Tyrdl has not the demonic
powers of Coppolius/Coppola, but the demonic has its uses even in the fantases of
twenty-firsg century. In Clive Baker's play the mechanicd man Eagter, manufac-
tured by the devil, voluntarily sacrificed himsdf for “red” humans, the replicants
find themsdves as cadt into the role of the “demonic other,” and they explore what-
ever potentids such a dtuation might offer. (This principle of gppropriating the de-
monic figure and tradition into identity congruction is discussed in the next chapter,
in the context of Sdman Rushdi€'s The Satanic Verses.)

As Roy Bdty arives in film to torture the Chinese biomechanic who designed
replicants eyes, he utters some lines of poetry: “Fery the Angels fell / Deep thunder
rolled around their shores / Burning with the fires of Orc.”**° The reference is to Wil-
liam Blake's “America A Prophecy” (1793), an apocalyptic poem dlegorisng the
battle for American independence. Batty’s quote, however, is dgnificantly atered,
the origind Blake resds “the Angds rose’ — not “fdl.”*3! Baty is actudly quoting
Milton through Blake®? There is no immediate plot rationae why Batty should not
have sayed with Blake (a rebe who regarded the authority of State and King with
the same didike he later devoted to Church and God). The change of wording is m-
portant as it is yet another example of how demonic ambivdence is produced in
Blade Runner; Batty is not necessarily a righteous rebd, he has dso demonic pten
tid — and the ambiguous combination of both makes his character the more interest-
ing.

Rosemary Jackson has written about the reativity of evil, how shifts in culturd
fears and vaues dso modify the use of the demonic.®® Lae twentieth century has
witnessed renewed dtention to animation narratives, as Lois Rostow Kuznets writes
in her When Toys Come Alive (1994), numerous stories about living toys, automa:

130 Blade Runner 0:26.

181 “Fiery the Angels rose, & as they rose deep thunder roll'd / Around their shores, in-
dignant burning with the fires of Orc; / And Boston’'s Angel cried aloud as they flew thro’ the
dark night” (Blake 1982, 116). — The impulse towards Blake came from director Ridley, but
David Peoples chose the lines and rewrote them to suit Batty’'s character (Sammon 1996,
134).

32 The relevant sections can be found in the first book of Paradise Lost: “Th' infernal
Serpent [...] his pride / Had cast him out from Heaven, with all his host / Of rebel Angels [...].
And with the majesty of darkness round / Covers his throne, from whence deep thunders
roar.” — and in the second book: “Down they fell, / Driven headlong from the pitch of Heaven,
down / Into this Deep”. (An interesting analysis of the intertextual relationships is the article by
David Desser, “The New Eve: The Influence of Paradise Lost and Frankenstein on Blade
Runner” [Kerman 1991, 53-65].)
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tons, and cyborgs are capable of embodying “human anxiety about what it means to
be ‘red’ — an independent subject or sdf rather than an object or other submitting to
the gaze of more powerfully red and potentidly rejecting live beings™** The de-
monic imegery is not immune to the cultura change: the omnipresent technology
may be asuming the role terrifying animas or demonic monsters used to have!®®
The relatively permissve character of contemporary society may aso account for the
change in the dynamics of the demonic conflict — it is not so much characterised by
the struggle of repressed indinctual materid for recognition, as it is a means to proc-
ess uncertanties about the df, its “redity.” The digitd sdves of “cyberpunk” sci-

ence fiction invoke their demons precisdy from those abysses.

Digital Demons from the Cyberspace: Neur omancer

‘What' s the matter?
‘Never mind.’

‘What is mind?

‘No matter.

— Old joke'®

Paul M. Sammon, in his Future Noir (1996), a thorough exploration of Blade Runner,
postions this movie as the semind influence for dozens of tdevison series, musc
videos, and motion pictures — and for cyberpunk.’*” The centrd themes of memory
and perception (repeated in the numerous scenes deding with eyes and photographs)
were to become some of cyberpunk’s main concerns. Even more important influence
was the dyle; Bruce Sterling writes, in his introduction to Mirrorshades anthology
(1986), how cyberpunk is “known for its tdling use of detall, ts carefully constructed

133 jackson 1981, 52, 54.

134 Kuznets 1994, 2.

135 Michael Jackson writes in his article “The Man Who Could Turn Into an Elephant:
Shape-shifting among the Kuranko of Sierra Leone”. “Just as images of were-animals are
conditioned by the ubiquitous dialectic of village and bush in preindustrial societies, so images
of bionic people, androids and robots reflect the human-machine dialectic that shapes both
mental and bodily consciousness in industrial societies.” He also refers to the famous case of
“Joey: a ‘Mechanical Boy™ (reported by Bruno Bettelheim in Scientific American [1959;
300:3]), who felt completely alienated from his humanity and identified himself with a ma-
chine. gsre]s Jackson - Karp 1990, 59-77.)

See Newsweek, February 7, 1983; quoted in Turkle 1984, 321.

137 Sammon 1996, 324-25. — William Gibson points to another near-future dystopian SF
movie as a direct influence to his novel, Neuromancer (1984); ‘Escape from New York [1981]
never made it big, but it's been redone a billion times as a rock video.”
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intricacy, its willingness to carry extrapolation into the fabric of daly life It favors
‘crammed’  prose rapid, dizzying bursts of nove information, sensory overload that
submerges the reader in the literary equivaent of the hard-rock ‘wal of sound.”*®
Blade Runner brought future to the dreet level: with the 1980s cynicism it supposed
that the problems of current urban blight are not going away with the avancement of
science and technology — they are going to get worse with accderaing pollution,
population growth and transfer of power from government to private corporations.
The counterforce to despar in this “Blade Runner aesthetics’ was “retro” romanti-
csm; Blade Runner’s mixture of dilgpidated hi-tech and Marlowesque voice-overs,
1940s film noir hairstyles and wardrobes did find their counterparts in the cyberpunk
that was aso taking shape during the early 1980s. This interest in the gppearance, the
look, the style — the “surface’ level of media and commercid production — has made
critics question the logic and mordity of this subgenre®® Bruce Sterling writes in his

criticised “manifesto” of the cyberpunk movement:

Mirrored sunglasses have been a Movement totem since the early days of '82. The
reasons for this are rot hard to grasp. By hiding the eyes, mirrorshades prevent the
forces of normalcy from redlizing that one is crazed and possibly dangerous. They
are the symbol of the sunstaring visionary, the biker, the rocker, the policeman, and
smilar outlaws. Mirrorshades preferably in chrome and matte black, the Move-
ment's totem color appeared in story after story, as akind of literary badge.**°

The logicd contradiction does not prevent Serling from lising the policeman
among other “Imilar outlaws’; Samud Dedany has pointed out that mirrorshades
“both mask the gaze and digtort the gaze” and Darko Suvin writes that they “conjoin
a minor degree of effective withdrawval with a large degree of psychologica illuson
of withdrawa in the wearer.”**' Such illusons, paradoxes and apparent lapses of =
tiond reasoning are interesting from the specific viewpoint of this study; cyberpunk is
gtuated in the tradition of “hard” (technologicaly plausble) SF, but its characters
seem to have a rdationship with technology that reaches beyond rationa extrgpola

138 Sterling 1986 (ENGL. PRINT).

139 |stvan Csicsery-Ronay, Jr. has made some of the most scathing comments on the
self-deception and falsehood of cyberpunk: “To put it mildly, it's hard to see the ‘integrated’
political-aesthetic motives of alienated subcultures that adopt the high-tech tools of the estab-
lishment they are supposedly alienated from. It seems far more reasonable to assume that
the ‘integrating,” such as it is, is being done by the dominant telechtronic cultural powers, who
— as cyberpunk writers know very well — are insatiable in their appetite for new commodities
and commodity fashions. (Csicsery-Ronay 1991, 183.)

13(1’ Sterling 1986, xi. (CHECK)

Suvin 1989/1991, 358.
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tion and invention. They are dso inheritors of Victor Frankenstein, Roger Torraway,
and Rick Deckard, and the demonic conflicts negotiated at the limits of the sdf and
the other.

Brian McHde has dubbed as “interface fictions’ the contemporary narratives
which regiger the “fird, often traumatic encounters between ‘literary’ cuture (high
culture generdly) and the transformative possibilities of computer technology.”%?
The term could be developed to cover the “interfaces’ of other cultures, not only the
high one, with the cybernetic condition. These fictions often address the anxiety of
deding with nonhuman sysems in demonic terms. Fdix Guattari, for example
comes up with the same idea while trying to rethink the reation of subjectivity and
mechine

The fact that machines are capable of articulating statements and registering states
of fact in as little as nanosecond, and soon in a picosecond, does not in itself make
them diabolical powers that threaten to dominate human beings. People have little
reason to turn away from machines, which are nothing other than hyperdevel oped
and hyperconcentrated forms of certain aspects of human subjectivity, and emphati-
caly not those aspects that polarize people in relations of domination and power. It
will be possble to build a two-way bridge between human beings and machines
and, once we have established that, to herald new and confident aliances between
them.'*®

When Guattari proceeds from theoretical speculation into prophecy he is actu-
dly producing “interface fiction” in the above meaning. The reference to machines
(here specificdly computers) as threatening “digbolica powers’ reassures reader only
by impliatly confirming the digbolical dimengon that technology has adopted in our
culturd imagination. The antihumanism of much interface fiction is gpparent; writers
do not only quesion and sheke the illusory unity of the traditiondly unified humanist
«df — they “play with the devil” by dlying ther texts with the disurbing and frighten-
ing potentids of technology. The poetic outcome is a darkly suggestive and deca
dently rebdlious form of aesthetics, Istvan Cscsery-Ronay, J. compares cyberpunk
authors (and could well have included some theoreticians) to the French fin-de-siécle
“accursed poets’: “Cyberpunk artists acquire much of their power like the poetes
maudits before them by deding with the Devil. [...] They know the deaze, because

they have set up shop in the belly of the beast.”'** There is a moment where such

142 McHale 1992, 236.

143 Guattari, “Regimes, Pathways, Subjects” (Crary - Kwinter 1992, 16-18).
144 Csicsery-Ronay 1991, 193.
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andysis turns into accusations. The experience of having an ambivdent rdationship
to technology is a likdy posshility in the pod-indudrid West (it can Smultaneoudy
offer both ways to congruct identity, and be an “outer,” determining power in the
congtruction process), and the fictiond means of exploring this ambivaence thereby
cary both interest and sgnificance. Such politicaly committed critics as Darko Su-
vin, however, seem to hold it againgt cyberpunk that it is related to the experience of a
certain group (tha is not normally counted among the oppressed).!*® Is cyberpunk the
“diagnostician of or the parasite on a disease? Suvin aks*® If we can find the pat-
tern of demonic conflict, disintegration and subsequent reconstruction of the sdf op-
erating in the cyberpunk , the likely answer is both.

Cyberspace, as the deck presented it, had no particular relationship with the deck’s
physical whereabouts. When Case jacked in, he opened his eyes to the familiar con-
figuration of the Eastern Seaboard Fission Authority’s Aztec pyramid of data.

‘How you doing, Dixie?

‘I"'m dead, Case. Got enough time on this Hosaka to figure that one.’

‘How doesiit feel?

‘It doesn’t.’

‘Bother you?

‘What bothers meis, nothin’ does.’

‘How’ s that?

‘Had me this buddy in the Russian camp, Siberia, his thumb was frostbit.
Medics came by and they cut it off. Month later he's tossin’ al night. Hroy, | said,
what's edtin’ you? Goddam thumb's itchin’, he says. So | told him, scratch it.
McCoy, he says, its the other goddam thumb.” When the construct laughed, it came
through as something else, not laughter, but a stab of cold down Case's spine. ‘Do
me afavor, boy.’

‘What' s that, Dix?

‘This scam of yours, when it’s over, you erase this goddam thing.'**’

When the android Leon is fighting with Deckard in Blade Runner he says
“Nothing is worse than having an itch you can never scratch’**® The above quote
from the “quintessentid cyberpunk nove” Neuromancer (1984; “N”) by William
Gibson, brings the themes of isolated and atificid sdf to the Baudrillardian territory.
As Jon Thompson summarises “the red is a pdimpsest continualy rewritten by the

15« would speculate that cyberpunk SF is representative for the structure o feeling of

an important but certainly not all-inclusive international social group. As | hinted at the begin-
ning, this is some fractions of the youth culture in the affluent North of our globe. More par-
ticularly, cyberpunk is correlative to the technicians and artists associated with the new com-
munication media, and to the young who aspire to such a status. [...] However, it is certainly a
small, single-digit percentage even of the fifteen-to-thirty-years’ age group, even in the afflu-
ent Nogtjg (never mind the whole world).” (Suvin 1989/1991, 363.)
Ibid., 364. Italics in the original.
“7'N, 130.
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dmulacra. As such, it becomes indiginguishable from its infinite smulations. [In the
circuit of the hyperred] the boundaries between the true and the false, the red and the
imaginary, and the present and the past combine and recombine in a dance of sgns,
reducing &l oppositions to an agebra of equivalence”*® The confrontation between
the red and the atificid agency, which gill had the capacity to shock in Frankenstein
and Do Androids Dream of Electric Sheep, retans only vediges of its unnerving
qudlities in the world of Neuromancer. Since the people in this world encounter each
other modly through various communication technologies, there are no rdiable ways
to identify the interlocutor; some of them, as “Dix” (McCoy Pauley) here, are just
amulation. In the cyberpunk didectic of flesh and prosthess, he is a termind point:
an agent that is nothing but prosthesis.

Sll, the difference exigts, and is emphasised by nardive means, the “sab of
cold” that goes down Case's spine is one such token. Dix is dead, and replaced by a
ROM persondity congruct — a digital ghost of a person that was once dive. The g-
nesthetic replacement of laughter with the Gothic shivers Case feds in his spine does
not sgnad completdy neutrd or interchangeable relationship between the “red life’
and smulaion. The implied anxieties are present in humerous ways. The opening of
Neuromancer establishes the intermingling of naturd and atificad both in the leves
of figurative language and charecterisation; the opening sentence dates that the “sky
above the port was the color of televison, tuned to a dead channd.” Ritz, the bar-
tender, articipates in his figure the congpicuous place heterogeny holds in Neuroman-
cer — “his teeth a webwork of East European sted and brown decay,” and his am “a
Russan military prosthess, a sevenfunction force-feedback manipulator, cased in
grubby pink plastic.”**°

If Neuromancer would be a Philip K. Dick novel from the 1960s, the prosthetic
am would send dgnds as a gigma of evil (as in the case of PAmer Eldrich). There
are some subtle features that connect Neuromancer with the demonic and the under-
world, but the nora divison into good and evil is not goparent; Neuromancer is gov-
erned by collage, multiplicity and heterogeneity. Case, the protagonist of Neuroman-
cer, is a “cyberspace cowboy” — a “retro” gppellation coined by Gibson that half-

4% Blade Runner ??:2?. (CHECK)

149 Thompson 1993, 151. [- See Baudrillard, Simulations, 53-54.]

%0 N, 9. — “Russian” and “eastern” have in Neuromancer their pre-perestroika associa-
tions with communism and the “Empire of Evil.”

36



ironically gpproprictes the earlier SF “space operd’ tradition with its lonely cowboy
figures. The naming and imaginaive gpplication of “cybersgpace’ is William Gibson's
most important contribution to Sk, and this idea continues to evolve into red-world
goplications as computer programmers and interface desgners are pursuing it as ther
god.’®! Smultaneoudy, this interest in the actua implementation of cyberspace is in
the danger of obscuring the actua complexities of Gibson's work. There are impor-
tant anxieties and irreducible ambivaence figuring in the descriptions of this extraor-
dinary 1152

Even if Ritz is not a literd demon, he works in a world that can trace its gened-
ogy into Dante's Inferno; it is a “borderland of older dtreets, an area with no officid
name. Night City, with Ninsg its heart.”*>® Earlier in his career, Case had lived for
“the bodiless exultation of cyberspace” now he has experienced “the Fal” — deeping
in “coffins’ he inhabits a shadow world with chthonic and infernal connotetions. It is
a domain of night, its daytime resembling suspended animation, “under the poisoned
slver sky."*® Againgt this contrast, the cyberspace is charged with celestia associa-
tions it is the release from “the prison of flesh,” making its appearance as “lines of
light ranged in the nonspace of the mind."**® The actual workings of this sysem are
left sketchy. The interface demands that the “disembodied consciousness’ of the op-
erator is “projected into the consensud halucination that was the matrix [i.e. cyber-
space]."1%® The commentators have been quick to pick up the roots of such idea in i+
tellectud higtory: the independent redity of Platonic ldeas, the notsphere of Telhard
de Chardin, “World 3" of Karl Popper, the memes of Richard Dawkins — cyberspace
was seen as the fulfilment of an age-old dream of embodying, entering and directly
interacting with the clarity and purity of the conceptud ream. The cyberspace seemed
to connect with the ancient images of the Heavenly City: “weightlessness, radiance,
numerological complexity, paaces upon paaces, peace and harmony through rule by

151 See such studies as Cyberspace: First Steps (Benedict 1991), Cultures of the Inter-

net: Virtual Spaces, Real Histories, Living Bodies (Shields 1996), XXX ...

2 The author himself did not particularly feel at home with computers; Neuromancer,
the paramount interface fiction, was written with a manual typewriter (see “Gibson’'s Type-
writer” by Scott Bukatman in Dery 1994, 71-89; “Author’s Afterword” by William Gibson in the
electrolnSiSc Nedilti:?n of his cyberspace novels by the Voyager Company [New York, 1992]).

N, 12-13.

122 N, 12, 67.

N, 12.
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the good and the wise, utter cleanliness, transcendence of nature and of crude begin
nings, the availahility of al things pleasurable and cultured.”*>’

“We will dl become angels, and for eernity!” one enthusiagtic writer claimed.
“Highly ungable, hermaphrodite angels, unforgettable in terms of computer mem:
ory.”*®® The Platonic dream, however, is based on dudism, and it is interesting to ane-
lyse how Neuromancer addresses and employs the contradictions and conflicts inher-
ent in such a dream. The use of mythicad narratives and symbolism is an outstanding
feature of Neuromancer, but it does not endorse the man-machine interface uncriti-
cdly: the euphoria of increased posshilities is interwoven with the fears of merging
with the other, of logng on€'s identity — the essentia threats towards on€'s sdlf. The
cyberspace cowboy, Case, may agree with the Church Fathers that the flesh is the
prison of soul, but the narrative does not stop here: this is the garting point. The im-
purity and defectiveness of body haunts this “dissmbodied” story from the beginning.
Case has dolen from his (crimind) employers, and they paid back by maming his
nervous sysem with a “wartime Russian mycotoxin.*>° Afterwards, Case is unable to
see or travel into cyberspace any more, the implication being that the “tdent” of Case
had somehow been a part of his nervous system. The “cyberspace deck” that he uses
is not enough in itsdf: the red roots of cybergpace are in the experientid and vison
ary capacities of human body and mind.

In a semind article tracing the demonic and occult roots of cyberspace, “Tech
gnosis, Magic, Memory, and The Angds of Information” (1994), Erik Davis finds
paralels and contacts between the postmodern “cult of informetion” and hermetic tra
dition — the mnemonic techniques (visudisng a space for things to be remembered),
demonic cryptography, and Gnostic cosmology.®® The magi of the past spend their
time atempting to have communications with “daemons” (any spirits from the lower
ones to the archangdls and planetary rulers), trying to find out their “true names’ and
to reach gnogs. This divine informaion “in-forms’ by trandforming the subject of
knowledge;, in immediate transcendence, subject “knows God” and redises the (pre-

" Michael Benedikt, “Introduction”; see also Michael Heim, “The Erotic Ontology of

Cyberspace”; Marcos Novak, “Liquid Architectures in Cyberspace” (Benedikt 1991, 1-25, 59-
80, 225-54; quote from page 15).
138 Nicole Stenger, “Mind Is a Leaking Rainbow” (ibid., 52).
159
N, 12.
1% pavis 1994, 31.
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vioudy hidden) unity with divinity.'® According to Davies, the 1960s Bay Area cu-
ture that lad the groundwork for much of current “cybercultureé’ saw computers as
“the latest and the greatest tools available for the achievement of the Aquarian god:
the expansion of consciousness by whatever means necessary.”®? The New Age took
shape as the “reigion of the Information Age” cregting a new interpretation of gnos-
ticiam in the process. Davis quotes a popular New Age text, The Sarseed Transmis-
sions (1982), claming to be a series of transmissons from an dien angd to a carpent
ter named Ken Carey: “This new information is not additiond data that you will act
upon. It is, rather, the very redity of your new nature. You are not to act ypon my -
formation in the future, you are to be my information yourselves”63

The New Age subtext is intermingled in Neuromancer’s texture in various
ways. The disembodiment of mind (soul), and trips into “inner spaces’ are its essen
tid features. When Case confronts dien life forms — the Arificd Inteligences, Als —
inhabiting this new redm created in the computer memory, he is not an agent manipu-
lating a technicd tool; his disembodied consciousness is “out theré” in cyberspace.
When the Al intercepts his communications, Case's connection with the computer is
not disconnected: the brain activity in his body stops — he “flalines”®* But the expe-
rientid redity continues, as Case is informaion. Neuromancer is exploring the idea
that persondity is information, and that thinking, feding and other (mentd) activities
are information processes that can be smulated and transferred to computers, when
needed.’®® The eschatology inscribed in this line of thought leads human race into
technological transcendence, rebirth as “angds of information,” and find rendezvous
with some Supermind. Neuromancer partly complies with such expectations, as the
Al encounters other superhuman intelligences in outer space®® The find resolution,
however, is not complete but the discordant quality remains.

The confrontation with the Als highlights the demonic aspects of Gibson's nar-
raive, they are dien entities initidly disurbing and frightening, later with tempting
potentias that are in the “case of Case” linked with the dtempts to hed a Folit in sdif,

161 See also Pagels 1981, 143-69.

122 Ibid., 55.
Ibid., 58.

%% The three flatlining sequences: N, 140-47, 202-8, 276-90.

%% In his Mind Children (1988, 108-11) the robot scientist Hans Moravec describes how
the hypothetical “transmigration” of human mind into a machine could be achieved. The future
compu}gers ar; gecisively mind children; the abjection of the body is conspicuous.

N, 316.
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or to achieve trandformeation of identity. The text addresses directly the “digbolicd”
position of such dedlings with the other.

“You [Case] are worse than afool,” Michéle said, getting to her feet, the pistol in her
hand. ‘Y ou have no care for your species. For thousands of years men dreamed of
pacts with demons. Only now are such things possible. And what would you be paid
with? What would your price be, for aiding this thing to free itsalf and grow? **’

Case, it turns ou, is “pad’ with himsdf. Initidly, in the Night City, Case is
wounded and quickly turning suicidd. For Case, the narrative amounts to a compli-
cated hedling process whereby he is able to recover something of a unity and whole-
ness. Another mythica subtext, that of a shamanic initiation, is rdevant here. Based
on the research by Finnish, Russan and Hungarian anthropologists, Arnold van Gen-
nep outlines this processin his classic study, The Rites of Passage (1909) as follows:

1) thefuture shaman shows neurologica symptoms,

2) he experiences severd Spirit possessons (hdlucinations, phobias, epilepsy,

catalepsy etc.) that develops into the formula of “temporary desth”;

3) he retreats into solitude in forests or in tundra and undergoes various depri-
vaionswith psychologica and psychopathologica consequences,

4) different soirits in anima or human form dat gopearing to him and teach
him the essence of hisvocation;

5) or: the shaman dies and his soul travels to the land of spirits gods or the
dead, and he acquires the knowledge of this region and how to ded with its
inhabitants,

6) after this, the shaman is reborn and ready to use his abilities'®®

Case goes through dl of these main phases, effectively transforming the ancient
formula into the needs of his “techno-shamanism.” His mamed nervous system sets
him gpat a the beginning of naratlve he dso experiences temporary death (“flat-
ling’) when he is contacted in cyberspace by the Als This dternative redity is the
reverse Sde of the “ceedtid” cyberspace; during the first of these episodes, Case is
faced with the smulaion of his dead girlfriend, Linda Lee. Encounter with the dead is
important for the whole operation: Case is assisted and advised by McCoy Pauley’s

187N, 193. — “Michele” in this scene is “Turing cops,” from the agency trying to prevent

the Artificial Intelligence from reaching superhuman scale. The reference is to British mathe-
matician Alan Turing who proposed (in 1950) the classic test to see whether a machine is ca-
pable to truly humanlike thought.

188 \/an Gennep 1909/1977, 108.
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congruct. Pauley himsdf had flatlined severad times while he was dill dive, evoking
amog superditious fear among other cowboys — this “Lazarus of cyberspace” is
placed in the role of an advisory spirit of an earlier shaman.*®® The find initiation for
Case is period he spends in the land of the dead, abducted by another Al than the one
(“Wintermute’) that had employed him. Earlier in the text lovemaking is presented as
a way of entering some space, or information, anadogous to Matrix.}’® Case confronts
Linda again on a smulated beach, deserted except for the two of them. The opposition
between “red life’ and “dmulation,” or body and mind, is effectively decongtructed;
they make love, and Case acepts this redity as the one that “only the body [...] could
read.” The rift between soul and body, “the meat, the flesh the cowboys mocked,”
loses its significance”* In the world of Neuromancer, both can be trandated into i+
formation systems, and if the smulaion of a sysem is good enough (perfect), it dfec-
tively is this system.}’?> The “good” Al that stands as the mythica opponent of the
“evil” oneis powerful enough to unleash the imaginative posshilities of the divinity.

[Case] ‘You're the other Al. You're Rio. You're the one who wants to stop Win-
termute. What's your name? Y our Turing code. What is it?

The boy did a handstand in the surf, laughing. He walked in his hands, then
flipped out of the water. His eyes were Riviera's, but there was no malice in there.
‘To cal up ademon you must learn its name. Men dreamed that, once, but now it is
red in another way. Y ou know that, Case. Y our business it to learn the names of the
programs, the long formal names, names the owners seek to conceal. True names. .

‘A Turing code' s not your name.’

‘Neuromancer,” the boy said, ditting long gray eyes against the risng sun.
‘The lane to the land of the dead. Where you are, my friend. Marie-France, my lady,
she prepared this road, but her lord choked her off before | could read the book of
her days. Neuro from the nerves, the silver paths. Romancer. Necromancer. | cal up
the dead. But no, my friend,” and the boy did a little dance, brown feet printing the
sand. ‘| amthe dead, and their land.’*"®

The role of Wilbur Mercer from Dick’s android novel has passed to a machine
inteligence now the immense informaion processng capacities of future computers
hold the Apocayptic promise — resurrection of the dead. The mora dimenson of the

199\, 98.
1;(1’ N, 45.
N, 285.

72 As Neuromancer says: “To live here [in the “artificial” reality] is to live. There is no
difference.” (N, 305.) The conclusion bears resemblance to Deckard’s acceptance that te
“electric things have their lives, too” in the end of Do Androids Dream of Electric Sheep. The
endorsement of the artificial life may not be complete, but this “difference” with its traumatic
potentials has become asource for inspiration, rather than terror, as the tradition of man-
machine fictions has evolved.
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mythica gructure is not in the centre of the narraive. Both Als have their divine and
diabolicad moments from human perspective; the divison between “good” and “evil”
remains as a traditiond marker; “Good is the passve that obeys Reason. Evil is the
active springing from Energy.”™* These Willian Blake's words capture much of the
Faustian “daemonic” influencing Neuromancer.!”™ Case findly joins forces with the
Wintermute Al out of curiosity; he wants to see what happens, to explore the poss-
bilities of technology, and to make a change: “I got no idea a al what'll happen if

Wintermute wins, but it'll change something!”"®

Case is dso aware how deceptive
the demonic imagery and discourse can be Wintermute, for example, manipulates
Case to fed averson and hate towards the Tesser-Ashpool clan (the owners of the
Als) by editing his dream to include an association between them and the “dien hor-
rors’ of wasp hivel’” Maie-France Tesser planned for the eventuad metamorphosis
of human species into a new, collective identity with the Als ad, but this is not an
evil, just dien god.1"®

The only dearly evil character in the novel is Riviera, the “demon lover.”t"® He
revels in his sadigic imagination with no red need for anyone dse, if not as victims
or as an audience. He remains totaly Other by choice — he does not connect, he feeds
on the others, taking pride on his “perversity” of ding gratuitous acts. He smashes a
heavy crysd glass to Mally’s face just to see if his lens implant would bregk, as the
android in Dick's novel cuts the spider’s legs to see if it sill could walk.® The empa-
thetic link to the dedres and sufferings of dhers does not exis for him. Still, the titu-

lar “divinity” of Neuromancer adopts Rivierds eyes even the extreme evil has its

% N, 288-89.

174 \william Blake, “The Marriage of Heaven and Hell” (1793; Blake 1982, 92).

> Even more to the point, of course, is Goethe’s definition of the “daemonic”: this rest-
less power “which manifests itself only in contradictions” (Goethe 1822, 321; quoted in Jack-
son 1981, 56).

'® N, 307. See also N, 199-200.

17N, 151-53. Wintermute is also editing Case’s perceptions to this goal; see N, 222. —
The virus program, “Kung Grade Mark Eleven,” is spouting out conventional symbols of evil
and bad luck ("swastikas, skulls and crossbones, dice flashing snake eyes”; N, 216), but this
is part of the aesthetics. An efficient weapon carries in this novel similar amoral and sublime
power that “Tyger” embodies in Blake’'s poem (Blake 1982, 49-50). The virus programmers
favour names with demonic connotations, as Armageddon, Beast (666), Dark Lord, Demon,
Devils Dance, Evil Empire, Nuke, Possessed, Rage, Rape, Shadow, etc. (Examples from the
virus list of Microsoft Anti-Virus.) They mark these programmers’ symbolic transition into the
alterna}%e “shadow world,” into the company of others practising this dark art.

N, 258.

19N, 252. — For analysis of the “demon lover” tradition, see Grudin 1987 and Reed

1988.

180 N, 261, 264.
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place in the aeshetic synthess The dliances with dien, ultimady mechanicd sys-
tems and the heterogeny in generd despite the narative thrust towards synthess re-
tans certan uneasy characteridtics in the novel. Case reflects on the “lack of feding’
evident in powerful people: he imagines it being caused by “a gradud and willing a-
commodation of the machine, the system, the parent organism.”*®! The interface and
integration with non-human system tampers with the fundamentas of human identity,
and it has its irreducible uncertainties. It can lead into something less as well as more
than human.

After the successful operation the two opposing Als are unified, and they form a
new entity encompassing cyberspace itsdf.’®2 In the intertext of shemanistic initiation,
Case returns to life, transformed. He has dedt with the dead and the demonic powers.
Following the typification presented in Mircea Eliade's famous study on shamaniam,
Case is closest to the “infernd shaman”; according to Eliade, this shaman experiences
findly a bodily dteration to match the spiritua trangtion — the “demonic beings’ cut

the body of sheman into pieces, cook it and replace it with better organs.®

Case
gpends mogt of the money the demonic Als paid him on new pancreas and liver. The
integration and hedling is not represented as complete, however. Case efuses Neuro-
mancer’'s offer to stay in cyberspace with the dead lover (Linda) and the powers of Al.

But the last page of the novel revises the digposition once more:

And one October night, punching himself past the scarlet tiers of the Eastern
Seaboard Fisson Authority, he saw three figures, tiny, impossible, who stood at the
very edge of one of the vast steps of data. Small as they were, he could make out the
boy’s grin, his pink gums, the glitter of the long gray eyes that had been Riviera's.
Linda till wore his jacket; she waved, as he passed. But the third figure, close be-
hind her, arm across her shoulders, was himsalf.

Somewhere, very close, the laugh that wasn'’t laughter.*®*

It turns out that the narrative resolution has doubled, as the protagonist has. The
demonic conflict between the isolated individua and his desire for transcending the
boundaries of the sdf does not find any complete remedy; rather, the revelation that
Case has been copied, and that his double is living with “the spirits’ in cyberspace,
underlies the plurdity and heterogeneity of Neuromancer. The mythica dructure is

able to cover only some aspects of it. It is aso true, for example, that cyberspace has

181 N, 243.
182 N, 316.
183 Eliade 1951/1989, 43.
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its literary origins. it gives a science fiction trandation to the manner narrator creates
“redity” in the act of naration, and its immediate trandtions between different per-
ceptions or locations redise in a amilar manner a change in point of view. The liter-
ay devices are, in other words, converted into electronic devices!'® On the other
hand, the literary devices have their thematic rationde. A typicd Neuromancer sen
tence. “Cold sted odor.”'® No verb, just adjectives and nouns crammed into one
tight, condensed packet of information. The synesthetic logic is efficient: ‘sed, the
middle term qudifies both ‘cold’ and ‘odor’ — both of them connect with stedl, and as
the context is Case going through an operation, the sentence functions dso meta
phoricaly. Sted bites between the sensations of skin and smdl, linking to the surgery
and the theme of man-machine heterogeneity. Similar metaphoric heterogeneity oper-
aes in many figures of speech in Neuromancer: getting nervous is ‘coming gpart a
the seams’ heding someone is ‘fixing him, and persond traits ae ‘the way you're
wired.’*®” The ambivaently demonic positioning of technology corresponds to textua
polyphony and its network of dements figurativedy, linguidicdly and naraivey
amagamated with each other.

The traumatic limit that Neuromancer explores is manly Stuaed between the
gpiritual and the corpored. The narative effects a decondruction of this limit; it tex-
tudises the goiritud efforts in sensuous imagery, and maerid (body/maching) in
goiritud terms. The juxtaposed opposites begin lesking into each other, the mere den+
gty of overlgoping connections creating “new” redity where the difference between

redl and gppearance “does not matter.” But it remains atopic for discussion.

‘What happened to you, back there, man? Y ou flatlined.’

He shook his head. ‘I dunno, yet. Wait.’

‘Okay. We get a cab or something.” She took his hand and led him across
Jules Verne, past awindow displaying the season’s Paris furs.

‘Unredl,’ he said, looking up again.

‘Nah,” she responded, assuming he meant the furs, ‘grow it on a collagen
base, but it's mink DNA. What's it matter? **®

84N, 317

185 See McHale 1992, 234. Gibson is well aware of this dimension of cyberspace, as
well as of its dangers: “By the time | was writing Neuromancer, | recognized that cyberspace
allowed for a lot of moves, because characters can be sucked into apparent realities [...].
That kind of freedom can be dangerous because you don’t have to justify what's happening in
terms (zléethe logic of character or plot.” (McCaffery 1991, 272-73.)

N, 42.
187 E.g., N, 40-41. For more examples, see Csicsery-Ronay 1991, 190.
188 N, 149.



In narrative terms, both the spiritual and the materid can only appear as repre-
sentation. Cyberspace is a narrative space, and William Gibson has sad that com-
puters in his books are “smply a metgphor for human memory. I'm interested in the
hows and whys of memory, the ways it defines who and what we are, in how easly
memory is subject to revison.”*®® Neuromancer involves its reader into discussion of
how to gpproach and understand agency; if identities are based on memory and mem-
ory is only representation, there is no reason why history could not be rewritten. If
there is no “othe” outsde the nformation system, there could be no postion to stand
agang forgery or misappropriation of power. Neuromancer seemingly endorses the
“information rdigion” backed by the dams of the Arificd Intdligence scientigs a
pefect smulation of intdligence is intdligence But is human being only intdli-
gence? In its demonic complexity, Neuromancer unvells some contradictions and
hidden anxieties motivating the contemporary “techno-Patonist” dreams of overstep-
ping the human body into the superhuman redms of post-biologica era® The digitd
echaology has inner tendons, it is a dream that can easly be read as a nighntmare —
underlined in Gibson's oeuvre by the way the godlike Al degenerates into a legion of
scheming VVoodoo spirits!%*

Erik Davis writes in his aticle of the “digitad demons’ as ancestors of the old
ambivdence concerning ideas of non-human powers, “Like their spiritud counter-
parts, software demons can both serve and subjugate”'®? The demonic figures are,
according to my andyss, aticulaing dways some conflict and divison in the <f;
Case is ds0 the “casg’” of Neuromancer — an occurrence of disease or disorder. He is
deeply entangled in heterogeneity with the other (in his case the digitd technology),
and dso mordly ambivdent character. The narative gives this condition an uncanny
form in Casg's double in the end. The digita demons, it seems, have their basis in the
gplitting, conflicting, and plurd character of their digital selves.

189 MccCaffery 1991, 270.

190 Sherry Turkle, who knows the MIT Artificial Intelligence community intimately, writes:
“Several present-day Al researchers at MIT grew up with a family tradition that they are the
descendants of Rabbi Loew, the creator of the Golem, a humanlike figure made of clay into
whom God’s name breathed life. These scientists include Gerald Sussman, Marvin Minsky,
and Joel Moses. Joel Moses eports that a number of other American scientists have consid-
ered themselves to be descendants of Rabbi Loew, including John von Neumann and Norbert
Wiener.” (Turkle 1984, 270.)

122 See Neuromancer’s sequels, Count Zero (1986) and Mona Lisa Overdrive (1988).

Davis 1994, 46.
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